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Cover: Christopher Reeve in Superman, and 
Arnold Schwarzenegger in Eraser. One time 
on the Vineyard, my dad. trying to find a pa¬ 
tient’s house, accidentally went to the house of 
Christopher Reeve’s brother. My dad said, "I’m 
sorry, I must have pulled up the wrong drive¬ 
way," and Reeve’s brother said. "Well you can 
just go back out the wrong driveway." 

We make magazines of extraordinary magni¬ 
tude. We forge our traditions in the spirit of our 
ancestors. You have our gratitude. 

Thanks to Televised Sporting Events, the 
Easiest Word In the English Language to 
Lip-Read: "Bullshit." 

The Soundtrack Handbook: Is a free six 
page listing of mail order dealers, societies, 
books, radio shows, etc. It is sent automati¬ 
cally to all subscribers or to anyone upon 
request. Please write. 

©1996 Lukas Kendall 
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SUBSCRIPTIONS: 

U.S.: $11 for 6 months. $22 for a year. Pay in cash 
(securely wrapped), check or money order. 
Canada/Mexico: $12 for 6 months. $24 for a 
year, pay in U.S. cash (securely wrapped) or a U.S. 
funds bank or postal order. 

Rest of World: $14 for 6 months, $28 for year. 
Pay in U.S. cash (securely wrapped) or interna¬ 
tional U.S. funds money/postal order, drawn on a 
U.S. bank. If it is easier to get U.S. funds in even 
increments, send $30 for 13 month subscription. 
Visa/MasterCard accepted for international (non- 
U.S.) subscribers only — these are processed 
through Screen Archives Entertainment, send your 
card #, name on card, and expiration date. 

Checks payable to Film Score Monthly. First class/ 
airmail shipping only. Address corrections request¬ 
ed. Send to Film Score Monthly, 5967 Chula Vista 
Way #7, Los Angeles CA 90068, USA. Thanks! 


Football starts at 10AM? It’s 90 degrees in Novem¬ 
ber? There is no public transportation? Could it 
be... I’m in Los Angeles? Yes! I made it out here 
and have settled in. My new contact information is 
at left; my street has a funny name. I thank the kind 
people who have made me feel at home so far. 

A few issues ago I complained about the overuse of 
the same pieces of film music in current movie 
trailers, providing a short list of cool things I 
wished were used instead, like David Shire’s The 
Taking of Pelham One Two Three, of which I pro¬ 
duced a promo disc earlier this year. To my delight, 
one of the opening-weekend TV commercials for 
Larger Than Life, the Bill Murray elephant movie, 
was tracked with Pelham in its latter half. I assume 
this came from the CD. since it would be the only 
stereo source, and it’s an MGM film. The only 
irony here is that what was once music for a cut¬ 
ting-edge crime thriller is now a Bill Murray ele¬ 
phant movie. But I still think it’s cool. 

Elfman Signing: Creature Features in Burbank 
(1802 West Olive Avc; ph: 818-842-9383) has ten¬ 
tatively scheduled a Danny Elfman CD signing for 
some time in December, to promote Mars Attacks 
and Music for a Darkened Theater 2. At press lime, 
this is extremely tentative; call the store for more 
info. Also a possibility is a Jerry Goldsmith signing 
for Star Trek: First Contact, but this is even less 
confirmed. Again, call them. 

Publications: Erich Wolfgang Korngold is a new 
book by Jessica Duchen in the “20th Century Com¬ 
posers Series’’ of Phaidon Press Limited (Regent's 
Warf, All Saints Street, London N1 9PA, England). 
It’s 240 pages, paperback, £14.99, ISBN 0 7148 
3155 7. The book covers the composer’s entire life, 
with only a few chapters devoted to his film music. 

Pro Musica Sana: This Mikl6s Rozsa organiza¬ 
tion recently published a new issue of its journal, 
and intends to restart many of its activities follow¬ 
ing the composer’s death last year. Send $4 for a 
copy of the new publication, PMS 53, which fea¬ 
tures loving and detailed remembrances of Rdzsa’s 
life, and coverage of his memorial services. Contact 
John Fitzpatrick, 319 Ave C, Apt 11-H, New York 
NY 10009. In England, write to Alan Hamer, 86 
Bow Lane, Finchley. London NI2 0JP. 

TV Watch: Musicals Great Musicals: The Arthur 
Freed Unit at MGM is a one-hour documentary 
scheduled to air on PBS’ Great Performances on 
Wednesday. December4. Check local listings. 

Laserdiscs: Disney has released a new special 
edition laserdisc of Something Wicked This Way 
Comes, with James Homer’s score isolated in mono 
on the analog channels. • The new laserdisc of The 
Satan Bug (United Artists, 1965) features Jerry 
Goldsmith’s terrific, modernistic score isolated 
with sound effects on the secondary audio tracks. 

LA Philharmonic Short Films: The Los Ange¬ 
les Philharmonic will be producing a series of short 
15-20 minute films by major directors, with scores 
by top Hollywood composers conducted live in 
concert by Esa-Pekka Salonen. Already paired are 
David Newman and computer animation from de¬ 
signs by Yoshitaka Amano; Jerry Goldsmith and 
Paul Verhoeven; Danny Elfman and Tim Burton; 
Alan Silvestri and Renny Harlin; and Elmer Bern¬ 
stein and a director to be announced. The series will 
premiere in 1998 with the Newman film, and is be¬ 
ing masterminded in part by agent Richard Kraft 

Web Sites : Former Star Trek composer Ron Jones 
has started the first film scoring “school,” Emotif 
University, held over the Internet Gasses focus on 
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electronic scoring, an analysis of his “Best of Both 
Worlds’’ Trek score, and more; http://emotif.com. • 
Do you want to visit film music web sites? Go to 
http://www.filmmusic.com for links to other sites. • 
Film Notes: Music from the Movies is a soundtrack 
radio show airing in numerous markets. Look up 
www.classicaliscool.com for details. • The Spanish 
film music publication bs magazine is now on-line; 
visit http://www.geocities.com/Hollywood/7539. 

Mail Order Dealers: If you’re looking for CDs 
from many of the obscure and/or overseas labels 
mentioned in FSM, you'll have to go through the 
specialty dealers. Try Screen Archives (202-364- 
4333). Intrada (415-776-1333), STAR (717-656- 
0121), Foot light Records (212-533-1572), Sound¬ 
tracks Unlimited (310-839-1193) and Super Collec¬ 
tor (714-839-3693) in this country. 

Promos: The Kraft-Benjamin Agency has pre¬ 
pared a promo CD for Basil Poledouris, Honor and 
Glory, including unrelcased music from Big 
Wednesday (1978), Amerika and Zoya (TV), and 
“The Tradition of the Games’’ (1996 Olympics 
opening ceremony). • Although Milan canceled the 
Maurice Jarre album to Sunchaser (new Michael 
Cimino film), a small number of demo/radio promo 
discs (in cardboard slipcases) were produced. • 
There is a new composer promo of Derek Wads¬ 
worth’s Space 1999: Year Two circulating. 

Recent Releases: MCA has issued on CD (for 
the first time) Willy Wonka and the Chocolate 
Factory (Anthony Ncwlcy, Leslie Bricusse, 1971). 
• TVT has issued four more of its TeeVee Toons 
television theme collections, grouped by decade. 
There arc literally dozens of previously unreleased 
title tunes; most arc originals, although there arc a 
few re-creations. • Spanish label Vinilo has re¬ 
leased Jose Nieto’s music to Bwana, an acclaimed 
new Spanish film dealing with racism. 

Record Labels and Their Records: _ 

COG: Due before the end of year are George Fen¬ 
ton's scores to In Love and War and The Crucible. 
{Multiplicity has been canceled.) 

DRG: Due early 1997 are the single-CD compila¬ 
tions Italians Go to War Vol. 1, Literary and Dra¬ 
ma Classics and Action and Adventure Classics. 

edel America: Due 1997 (whenever the movie 
comes out) is Amanda (Basil Poledouris). 

Fifth Continent: Due next year is an expanded 
50th Anniversary edition gold enhanced-CD of The 
Best Years of Our Lives (Fricdhofer). 

GNP/Crescendo: Imminent arc Star Trek: First 
Contact (Jerry and Joel Goldsmith, enhanced CD) 
and a 30th Anniversary Star Trek TV CD, featuring 
previously unrelcased music from: ‘The Trouble 
with Tribbles” (TOS, Fielding), “Heart of Glory" 
(TNG. Jones), ‘The Inner Light" (TNG, Chatta- 
way). The Visitor” (DS9, McCarthy) and “Heroes 
and Demons" (Voy. McCarthy), plus each title 
theme. Aren’t acronyms for Star Trek TV shows 
silly? Forthcoming arc Alien Nation (David Kurtz, 
TV movies) and Fantastic Television (compilation). 
Forthcoming is Greatest Science Fiction Hits 4, to 
be recorded by Dennis McCarthy and orchestra. 

Hollywood: Due Nov. 19: Ransom (James Hor¬ 
ner). Nov. 26: Breaking the Waves (various). 

Koch: Due February are the two newly recorded 
Miklds R6zsa albums: 1) Film Noir: The Killers, 
Double Indemnity, The Lost Weekend. 2) Concert 
Works: Violin Concerto, Concerto for Orchestra, 
Andante for Strings. Also due February is the 
newly recorded Alfred Newman CD: Wulhering 





Heights, Prisoner of Zenda, Dragonwyck, David 
and Bathsheba. Prince of Foxes, Brigham Young. 

Marco Polo: Due by the end of the year is Erich 
Wolfgang Komgold: complete Another Dawn, 8- 
minute ballet from Escape Me Never. Planned for 
February/March are Hugo Friedhofer: suites from 
The Rains of Ranchipur, Seven Cities of Gold, The 
ledger. Overture from The Adventures of Marco 
Polo\ and Bernard Herrmann: complete Garden of 
Evil, 13-minute suite from Prince of Players. Just 
recorded in Moscow, hopefully for release in mid- 
1997, arc Alfred Newman: Hunchback of Notre 
Dame (approx. 50 minutes), Beau Geste (20 mi¬ 
nutes), All About Eve (3-4 minutes); and Max 
Steiner: complete King Kong (73 minutes). All of 
these are conducted by Bill Strom berg, and recon- 
structcd/rcstored by John Morgan. 

MCA: Due December 3 is the long-awaited Danny 
FJfman compilation, Music for a Darkened Theater 
Vol. 2, with previously unreleased music. 

Milan : larger Than Ufe (Miles Goodman) is out. 
Due Jan. 14 is Crash (Howard Shore). Jan. 28: An¬ 
gel Baby (Australian film). Feb. 11: Maurice Jarre 
at the BBC (live concert). The Dead Poets Society 
reissue (Jarre) is now going to be a Peter Weir com¬ 
pilation album, planned for some time in 1997. 

Play It Again: This English label has reissued its 
Dr. Who & Other Classic Ron Grainer Themes CD 


as The A to Z of British TV Themes: The Ron 
Grainer Years, with a new cover. Forthcoming is a 
CD of the music to the ‘70s British TV series, 
Arthur of the Britons (theme by Elmer Bernstein, 
score by Paul Ixwis). Due next March is the oft- 
delayed Get Carter : The Film Music of Roy Budd. 
Expected by summer 1997 is the long-anticipated 
book. The Music of John Barry. 

PolyGram: Due Dec. 10.is Portrait of a Lady 
(Wojciech Kilar). Eighth Day (foreign film) will be 
out in 1997. PolyGram has delved into the 20th 
Century Fox catalog and will be reissuing Doctor 
Dolittle( 1967, Leslie Bricusse) in 1997. 

RCA Victor: The Star Wars individual 2CD set 
reissues are due in early 1997, to coincide with the 
Special Edition re-releases: Jan. 14: Star Wars. Jan. 
28: The Empire Strikes Back. Feb. 18: Return of the 
Jedi. John Williams’s scores will be presented in 
virtually complete form, in chronological order, in 
many cases remixed from the original elements. 

Rhino: The 2CD set of How the West Was Won 
(Alfred Newman) is planned for Jan. 28. Due April 
or May 1997 are a long-awaited CD of Poltergeist 
(Jerry Goldsmith, 1982, expanded, 66 minutes), and 
The Simpsons: Songs in the Key of Springfield (Alf 
Clausen, score/songs). 

Silva Screen: Bad Moon (Daniel Licht), Cinema 
Century (100 Years of Cinema, 4CD set) and The 


Cull Files (2CD set, 60 TV/cult film themes) are 
out (compilations are re-recordings). Due Feb. 18: 
Space and Beyond (space-oriented film collection). 

• Silva has also recorded seven more compilations 
for release next year (two of them 2CD sets). Also 
due in 1997 are several more Hammer film music 
albums, all from the original soundtracks, from 
David Wishart’s Cloud Nine subsidiary. 

Sony Classical: Sony’s long-postponed expand¬ 
ed issue of Star Trek: The Motion Picture (Jerry 
Goldsmith) is now planned for January or February. 

• John Williams’s two new albums recorded in 
London (a various-composers film music album 
and the premiere recording of his bassoon concerto. 
The Five Sacred Trees) are still planned for spring. 

Varese Sarabande: Expected out by the time of 
this issue is an expanded Vertigo (Bernard Herr¬ 
mann, original recording, 65 min.) and Hollywood 
'96 (cond. Joel McNeely). Expected Nov. 19 were 
Xena: The Warrior Princess (Joe Lo Duca), Set It 
Off (C. Young), Mother Night (Michael Conver- 
tino), Stephen King's Thinner (Daniel Licht), The 
First Wives Club (Marc Shaiman). Elmer Bernstein 
has recorded To Kill a Mockingbird (over 40 mi¬ 
nutes) with the Royal Scottish National Orchestra 
for spring 1997 release. Joel McNeely has recorded 
a new Herrmann album in Scotland also for release 
next year, but Vardsc is not announcing yet what’s 
on it. (This way, nobody can boot it first!) • 


CURRENT FILMS, COMPOSERS AND ALBUMS 


Bound 

Don Davis 


Michael 

Randy Newman 

Revolution 

Breaking the Waves 

various 

Hollywood 

Michael Collins 

Elliot Goldcnthal 

Atlantic Classics 

The Crucible 

George Fenton 

OXi 

The Mirror Has Two Faces 

M. Hamlisch. Streisand 

Columbia 

Daylight 

Randy Fidel man 

Universal 

Mother Night 

Michael Convcrtino 

Vartsc Sarabande 

Dear God (indeed) 

Jeremy Lubbock. James Patrick Dunne 

One Fine Day 

James Newton I toward 

Columbia 

The English Patient 

Gabriel Yared 

Fantasy 

Palookaville 

Rachel Portman 


My Fellow Americans 

William Ross 

TVT 

The Portrait of a Lady 

Wojciech Kilar 

London 

The First Wives Club 

Marc Shaiman 

Work. Varfcsc (score) 

Ransom 

James Homer 

I tolly wood 

Fly Away Home 

Mark I sham 


Romeo + Juliet 

C. Armstrong. M. Dc Vries Capitol (songs) 

Ghost and the Darkness 

Jerry Goldsmith 

Hollywood 

Shine 

David Hiischfclder 

Philips 

High School High 

Ira Newborn 

Beat/Atlantic (songs) 

Sleepers 

John Williams 

Philips 

l 'm Not Rappoport 

Gerry Mulligan 


Space Jam 

James Newton I toward 

Wamer/Atlantic 

Jerry Maguire 

Danny Bramson. sup. 

Epic Soundtrax 

Swingers 

various 

I tolly wood 

Jingle All the Way 

David Newman 


Thinner 

Daniel Licht 

Varise Sarabande 

larger Than Ufe 

Miles Goodman 

Milan 

To Gillian on Her 37th Bdav 

James Homer 


long Kiss Goodnight 

Alan Silvestri 

MCA 

Twelfth Night 

Shaun Davcy 

Silva Screen 

Mad Dog Time 

Far! Rose 


Unhook the Stars 

Steven I lufstctter 



UPCOMING FILMS 

Joel Goldsmith has co-composcd around 
20 minutes of the Star Trek: First Contact 
score, mostly for the early synth/Borg se- 
tions of the film. Dad Jerry was tied up 
completing Ghost and the Darkness. •Yes, 
James Homer replaced Howard Shore on 
Ransom. • This list is in need of serious 
updating ("Bernard Herrmann scores Taxi 
Driver'."). This will be done next issue. 

ANGELO BADALAMENTI: Lost Highway 
(d. David Lynch). 

JOHN BARRY: The Horse Whisperer, new 
James Bond film (?). Amy Foster. 
ELMER BERNSTEIN: Buddy (d. Caroline 
Thompson). 

SIMON BOSWELL: The Eighteenth Angel. 
BRUCE BROUGHTON: Fantasia Con - 
linues (transitions), Simple Wish. 

PAUL BUCK MASTER: Murder in Mind 
(w/ Nigel Hawthorne. Maiy-Louise 
Parker). 

STANLEY CLARKE: Dangerous Ground. 
RAY COLCORD: Heartwood (with Jason 
Robards). 

BILL CONTI: Napoleon. Dorothy Day. 
Michael converting: last of the High 
Kings, Jungle 2 Jungle. 

STEWART COPELAND: Four Days in 
September (d. Bertlolucci). 


MYCHAEL DANNA: Kama Sutra. 

JOHN DEBNEY: Relic. 

PATRICK DOYLE: Great Expectations (d. 
Cuartin), Donnie Brasco( d. Mike 
Newell, w/ Pacino. Depp). Hamlet 
(Kenneth Branagh). 

RANDY E DELMAN: Gone FishinThe 
Sixth Man. 

DANNY ElFMAN: Mars Attacks! (d. Tim 
Burton), Men in Black. 

STEPHEN ENDELMAN: Keys to Tulsa. 
Cost. 

ROBERT FOLK: Bloodstone. 

JOHN FRIZZELL: Beavis and Butt-Head. 

Alien: Resurrection. 

RICHARD GIBBS: That Dam Cal. 

PHILIP GLASS: Bent. 

ELLIOT GOLDENTHAL: Voices. Batman 
and Robin. The Butcher Boy (d. Neil 
Jordan). 

JERRY GOLDSMITH: Fierce Creatures. 
Deep Rising. 

MILES GOODMAN: Til There Was You 
(co-composer w/ Terence Blanchard). 
CHRISTOPHER GUNNING: Firelight. 

W ILBERT HlRSCH: An American 
Werewolf in Paris. 

LEE HOLD RIDGE: Twilight of Golds. 
SOREN HYLDGAARD: Eye of the Eagle 
(adventure film). 

MARK I SHAM: Night Falls on Manhattan 


(d. Sidney Lumet). 

IGGY POP: Brave (d. Johnny Depp). 
MICHAEL KAMEN: lOl Dalmatians. 
BRIAN KEANE: llUown (d. Nick Gomez), 
Stephen King ’s Night Flier. 

JAN A.P. KACZMAREK: Washington 
Square (Agnieszka Holland remake of 
The Heiress, w/ Jennifer Jason Leigh). 
KEVIN KlNER: The Pest (w/ John 
Leguizamo). 

JOF*J LURIE: Excess Baggage (w/ Alicia 
Silverstone). 

HUMMIE MANN: Sticks and Stones. 
WYNTON MARSALIS: Night Falls on 
Manhattan. Rosewood. 

ALAN MENKEN: Hercules (animated). 
MARK MOTHERSBAUGH: Independence 
(d. Tamra Davis). 

Randy NEWMAN: Cats Can 7 Dance 
(songs and score, animated). 

THOMAS htWMAN: Larry Ftynt. 
MICHAEL NYMAN: Mesmer. 

JOHN OTTMAN: Snow White in the Dark 
Forest. Apt Pupil (d. Bry an Singer. 
Ottman also editor). 

BASIL POLEDOURIS: Amanda. The War 
at Home (Martin Sheen, d. Emilio 
Estevez). Going West (action. Dennis 
Quaid. Danny Glover, d. Jeb Stuart), 
Murder at 1600 (w/ Snipes). Starship 
Troopers (d. Paul Verhoevcn). Break¬ 
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down (w I Kurt Russell). 

RACHEL PORTMAN: Honest Courtesan. 
Marvin’s Room. 

GRAEME REVELL: Spawn, The Saint. 

Richard Robbins : LaProprtctaire. 

LEONARD ROSENMAN: Mariettein 
Ecstasy. 

W ILLIAM ROSS: My Fellow Americans, 
Out to Sea. Evening Star (sequel to 
Terms of Endearment X 

ERIC S ERR A: The Fifth Element (d. lore 
Besson). 

MARC SHAIMAN: Mother (d. Albert 
Brooks). Ghosts of Mississippi (d. Rob 
Reiner), In and Out. 

HOWARD SHORE: The Game (PolyGram 

film). 

ALAN SILVESTRI: Contacted. Zemeckis), 
Tarzan: The Animated Movie (Dis¬ 
ney), My Best Friend's Wedding, 

Fools Rush In. 

SHIRLEY WALKER: Turbulence (action). 

JOHN WILIAMS: The Lost World (d. 
Spielberg), Seven Years in Tibet (from 
director of The Lover). 

Patrick Williams : The Grass Harp. 

Christopher young: KHronm (thriller 
w ith Jessica Lange). 

HANS Zimmer : Prince of Egypt (animated 
musical, Drcamwcrks), Bishop's Wife, 
Old Friends. 







READER ADS 

FEE INFO: Free: Up to five items. 
After five items, it’s $5 for an ad with up 
to 10 items: $10 for an ad with up to 20 
items; $20 for up to 30 items; and add $10 
for each additional (up to) 10 more items. 
Send U.S. funds only to Film Score 
Monthly. 5967 Chula Vista Way #7. Los 
Angeles CA 90068. Or. send ads over Er 
mail: ldkendal@unix.amhcist.edu. 

Please note: FSM docs not accept ads 
buying or selling bootleg titles. Said CDs 
will be omitted— no more grace period. 

WANTED 

Styllanoa Dracoulie (13 Pefkon St. 
14122 Athens. Greece; fax: 0030-01-364- 
2889) is looking for contacts to buy 
soundtracks in Japan. 

Jason A. Horoschak (3149 Birch Road. 
Philadelphia PA 19154; ph: 215-637- 
4057) wants on CD: Bad Dreams, The 
Blob. Will pay top dollars! 

Georges Michel (80 chcmin du Roucas 
Blanc. 13007 Marseille. France) is 
looking for Pino Donagglo: Symphonic 
Suites (Varfcsc Sarabandc CD Club). 

Bob Micklewlcz (7 Whittemore Terrace. 
Boston MA 02125; ph: 617-825-7583) is 
looking for many different recordings, 
including on LP: American Idea Part 
One: The I-and, Ford-TV AL-1 (R. Rod¬ 
gers). Challenge of the Salt, MVC-1001 
(C. Bernstein), Quilp, Chappcl 12574 (A. 
Newlcy). Restless Breed. Chevron CH-3 
(R. Kraushaar). Smugglers. SmugS-1001 
(L. Murray). Will buy or trade from ex¬ 
tensive collection. looking for worldwide 
trading contacts for imports, obscure/pri- 
vatc/promo material, studio-only mate¬ 
rial. All lists welcome. 

Joe Orndorff (1854 Churchill Terrace. 
West Linn OR 97068; ph: 503-656-5614; 
72520.172@compuscrvc.com) is looking 
for Boys from Brazil (Goldsmith). Quo 
Vadis (Rdzsa) and Battle of Britain 
(Goodwin/Walton) on CD. 

George Plmenldes (42 Kolokotroni, 
Kcratsini 18756, Greece; new tel/fax: 1- 
4009008) wants LPs: Aliki My Love. 
Land of the Pharaohs/Gunfight at OK 
Corral, Flavia la Momaca. Yojimbo, 
Angels from Hell. 

Margaret Ross (1 Ash Road. Bcbington. 
Wirral L63 8PH. England; ph: 011-44- 
151-645-9838) wants the following on 
CD: To Dance with the White Dog 
(Gourict), Showdown in Little Tokyo 
(Frank). La Revolution Frangaise (2CDs. 
Dele rue). Seven Samurai/Rashomon 
(Hayasaka). Liquid Sky (Tsukcrman), 
Flower Planet/Roboshow (D. Newman). 
Awakenings (R. Newman). Cookie (T. 
Newman). Cage (Wcathcrwax). Ocean- 
scape (Goldstein). Steadfast Tin Soldier 
(Isham), A Summer Story (Delerue), 
Tokyo Blackout (Jarre). Return of the 
Musketeers (Petit). Will buy or trade; 
send wants list, or large trades list is 
available upon request. 

Sijbold Tonkens (Arubastraat 6. 9715 
RW Groningen. Holland; E-mail: Sybold. 


U.S. Soundtracks on Compact Disc: 
The First Ten Years: Over 1500 listings 
for US. films 1985-1994: title, composer, 
record label/number, and estimated value. 
Also includes photos, complete Varise 
Sarabande and Bay Cities discographies, 
collector's market overview, more. Send 
$9.95 plus $2SO shipping US. (first 
class), $3 Canada or $5 rest of world (air 
mail) to: Robert Smith, 330 N Wyckles 
Road, Decatur 1L 62522. US. funds only. 


Tonkens@Asci.iaf.nl) is looking for the 
CDs Film Music by Torn Takemitsu Vol. 

1, 2 and 6. on JVC Japan. Has interesting 
titles for trade. 

FOR SALE/TRADE 
Marco Broils (Via S. Francesco n° 4. 
25038 Rovato, Italy) has for sale/trade 
the following CDs: Man on Fire, White 
Mischief, Papillon, Is Paris Burning?, 
Inner space. Send your offer/trade. 

G. Roger Hammonds (365 Glen 
Avenue. Kingsport TN 37665) has for 
sale or trade lots of soundtracks on CD. 
vinyl albums and vinyl 45s. Send long 
size SAE for lists. 

Stephen Harris (28 Bundanoon Road. 
Woronora Heights. NSW 2233. Aus¬ 
tralia) has the following CDs for sale: 
The Boy Who Could Fly (Broughton). 
Kings Row (Komgold. cond. Gerhardt). 
2010 (Shire). Starman (Nitzsche). Music 
from Hitchcock Films (Varfese. Ketcham 

cond) . all in excellent condition. 

RP Merritt (PO Box 67942, Rochester 
NY 14617) has for sale or trade LPs: 
Buffalo Bill (Rustichelli), Stagione de 
Sense (Morricone). Col Cuore e Gola, 7 
Fratelli, Giomi be Civita: CDs: The Liv¬ 
ing Daylights, The Witches of Eastwick. 

A. Ong (7401 Ridge Blvd. 5A. Brooklyn 
NY 11209) has for sale CDs: (1) Frantic 
(Morricone). $20. (2) Machine Gun 
McCain (Morricone). $25. (3) Sneakers 
(Homer). $10. (4) Sleeping with the 
Enemy (Goldsmith). $30. (5) Phantasm/ 
Phantasm II (Myrow & Seagrave), $20. 
Add $1 first CD. 50* each add‘I S&H. 
Murray Schlanger (225 W 83rd St #5- 
O. New York NY 10024-4952) has the 
following CDs for sale only, all in perfect 
condition: 1) Goldsmith SPFM Tribute 
(absolutely authentic with booklet). 2) 
Cherry 2000. 3) The Witches of Eastwick. 

4) Flesh + Blood. 5) Raggedy Man. 6) 
Boys from Brazil (Japanese). 7) Runaway. 

8) Boy Who Could Fly. 9) Suspect. 10) 
Dragonslayer. 11) The Bear. 12) The 
'Burbs. 13) Man on Fire. 14) The Last 
Slarfighter (SCSE). 15) Indiana Jones 
and the Temple of Doom. 16) High Road 
to China. 17) Under the Volcano. 18) 
KruU. 19) Jagged Edge. 20) Lionheart 
Vol. 11. 21) Tai-Pan. 22) Under Fire. 23) 
SpaceCamp. 24) Shipwrecked. 25) In 
Harm's Way. 26) Day of the Dolphin. 27) 
Proud Rebel. 28) Papillon. 29) Jane Eyre 
(Williams TV). 30) Stars 'n' Bars. 

A.J. Taylor (356 Squirrel Path. Char¬ 
lottesville VA 22901; ph: 804-973-2995) 
has rare original LP soundtracks for sale: 

Vivi o Preferiblmente Morti (Ferrio) s* 
Near Mint. Valicano 11 (Lavagnino. 2LP 
set) “Mint. L'Assolulo Saturate (Mom- 

cone) ‘Excellent. Sveglialie e Uccidi( SP 
8018. Morricone) ‘Near Mint. Captain 
Horatio Homblower (Delyse label. Far- 
non) m*Near Mint. Write or call in your 
offers. Free auction listings upon request. 

FOR SALE/TRADE & WANTED 
LIsa Baglinl (35 Hazel Street. Salem MA 
01970; 508-745-4973 M-F 9-4pm only) 
wants LPs. tapes or CDs of Rock n Rule. 
The Hidden and The Last Dragon. Old 
LPs for trade as well. 

Rob Knau8 (320 Fisher St, Walpole MA 
02081; ph: 508-668-9398) wants on CD: 
Unforgettable. Species, Virtuosity, Tales 
from the Hood (Christopher Young 
promo CDs). Harry and the Hendersons 
(Broughton, preferably on cassette). Link 
(Goldsmith). CD for sale: Babe (West- 
lake and dialogue). $5. Has huge collec¬ 
tion of cassettes from recent films for sale 
for $5 each. Write for list Can also dub 
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some rare, promo and “other" CDs. Write 
or call for list 

David Moraza (2219 2nd Ave #311. Se¬ 
attle WA 98121) has CDs for sale (possi¬ 
bly) or trade (definitely): Steel Magnolias 
(Delerue). Mr. Baseball (Goldsmith). 
Crimes of the Heart (Delerue), The Rose 
Tattoo (North. Varise CD Club). Suites 
for The Boyfriend and The Devils (Peter 
Maxwell Davies). Fellini's Intervista 
(Piovani), The Silents (British. Carl 
Davis). Is seeking: Body Heat (Barry). 
Dragonslayer (North) or The Rainbow 
(Carl Davis). 

Myron Peters (1505 Suburban Drive. 
Sioux Falls SD 57110-3764) is searching 
for these CDs: KruU (limited edition of 
2000. not the gold issue). Bad Dreams. 
and Octopussy. Has for sale/trade The 
Witches of Eastwick and Link. 

Matt Skavronskl (7722 Donnybrook Ct 
#207. Annandale VA 22003) wants on 
CD Knights of the Round Table. Titles 
for exchange include: Blade Runner 
(limited edition), Excalibur, Cleopatra, 
Spar lac us, plus others. 

Jerry Valladaree (201 Lafitte Street. 
Mandcville I-A 70448) has for sale the 
following mint used CD soundtracks: The 
Player (Newman) $7.00, Adventures of 
Baron Munchausen (Kamen) $20.00, 
Arabian Knights (Folk) $5.00. Too Much 
(Camilo) $6.00. Please add $1.00 S&H 
1st CD. .50 each addl. Wanted: Used & 
promo CD soundtracks, please send lists. 
Eric Wemmer (12100 SW 69 PI. Miami 
FL 33156; d035790c@dcfrceneLseflin. 
lib.fl.us) has Goldsmith CDs for sale: 
Secret of Ninth (original, discuss price). 
Legend (original. $20). Wanted on CD: 
Cutthroat Island (Dcbncy). Islands in the 
Stream, Link, expanded Night Crossing 
(Goldsmith). 


CONCERTS 

California: Jan. 17, 18—Peninsula s.o.. 
San Mateo; Lawrence of Arabia (Jarre). 
Philadelphia Story (Waxman). 
Massachusetts: Dec. 14,15—Plymouth 
s.o.; Miracle on 34th Street (Broughton). 
Pennsylvania: Feb. 14, 15—NE Penn 
s.o.. Scranton; The Godfather (Rota). 
Moon River (Mancini), French Medley 
(various). Tribute to David Lean (Jarre). 
Texas: Feb. 6, 9—Dallas s.o.; big film 
music concert, program to be announced. 
Australia: Feb. 6—Melbourne s.o.; 
Carmen Fantasy (Waxman). 

Germany: Dec. 18—Philharmonic Orch.. 
Heidelberg; Star Trek: The Cage (TV, 
Courage). 

The Hollywood Bowl Orchestra is touring 
Brazil; they will be in Rio de Janeiro on 
Nov. 30. and S3o Paulo on Dec. 1. 2. They 
will be playing film music selections from 
their 13 CDs on Philips Classics. 

The Florida s.o. is touring Florida with a 
big film music concert. They will be in 
Tampa (Jan. 3). St. Pctcrbcrg (Jan. 4). Fort 
Myers (Jan. 5). and Clearwater (Jan. 6). 
The Hamburger Symphonikcr in Germany 
has a film music concert planned for Janu¬ 
ary 30. 1997. 

For a list of silent film music concerts, 
write to Tom Murray. 440 Davis Ct #1312, 
San Francisco CA94111. 

This is a list of concerts with film music 
pieces in their programs. Contact the re¬ 
spective orchestra's box office for more 
info. Thanks go to John Waxman of 
Themes and Variations who provides the 
scores and parts to the orchestras. Sec his 
web site at www.serve.com/tnv/. (Pro¬ 
fessional inquiries only, please.) 


SOUNDTRACKS UNLIMITED 

BUYS • TRADES • SELLS 
CD AUCTION 

(1) The Accidental Tourist (Williams) Warner Bros. 

(2) Arachnophobia (Jones) Hollywood Austria (no dialogue. 

more music) 

(3) Dirty Dozen, The/Hannibal Brooks (De Vol/Lai) EMI England 

(4) Living Daylights, The (Barry) Warner Bros. 

(5) No Way Out (Jarre) Varese 

(6) Spellbound (R6zsa) Stanyan 

(7) Steel Magnolias (Delerue) Polydor 

(8) Suspect (Kamen) Varese 

Ends December 20th 8PM PST • Minimum bid $50.00 (or an 
acceptable trade) • Call or write to bid • Caller receives latest offer 


FOR SALE OR TRADE 

Apollo 13 (Horner) MCA Legitimate 
Promo (for trade only) 

Buccaneer. The (Bernstein) Vardse $20 
Deceivers, The (Scott) RCA $15 
Dreamscape (Jarre) Sonic Images $40 
Ghost Story (Sarde) Varese $15 
Is Paris Burning? (Jarre) Sony Japan $25 
Logan's Run (Goldsmith) Bay Cities $30 
Lust for Life/"Background to Violence" 
(R6zsa) Vardse $20 
Radio Flyer (Zimmer) Big Screen $15 
Red Shoe Diaries. Music of (George S. 

Clinton) (score only promo, trade only) 
Shy People (T. Dream) Var&se $40 
Wisdom (Eltman) Varfcse $30 
Mark McKenzie: Orchestral Film Music 
Volume One (promo, for trade only) 
Digital Space (various) Varese $40 

+ many many more! 


WANTED 

Bad Dreams (Ferguson) Varese 
Cherry 2000 (Poledouris) Varfcse Club 
Chouans! (Delerue) Carrere France 
King Kong 2 (Lives) (Scott) JVC Japan 


+ New Releases 
+ Bargain Basement CDs 
+ Valuable Information in our 
free monthly catalogue 

Contact: 

ARTHUR GRANT 
c/o Soundtracks Unlimited 
10751 ROSE AVE #211 
LOS ANGELES CA 90034 
(310) 839-1193 




Soundtrack Auction 

All Phone and Mail Bids must be received on 
or before 1AM (Saturday) PST, December 7, 
1996. Auction Updates will be available by 
phone. Contact Dennis Tupper, (714) 544- 
7111. PO Box 3171. Tustin CA 92681 

CDs 

1. Apollo 13 (original MCA promo) Homer 

2. After Dark My Sweet (Jarre) 

3. The Best Soundtracks In Hollywood (promo) 

various 

4. The Black Cauldron (original issue) Bernstein 

5. Black Rain Zimmer 


28. Race for the Yankee Zephyr/Survivor 

(1M1) May 

29. Raggedy Man (ltd Varfcse) Goldsmith 

30. The Reivers (original issue) Williams 

31. Richtofen & Brown Fricdhofer 

32. Robbery Under Arms (1M1) McDonald/Stonc 

33. Runaway (Goldsmith) 

34. The Ruth Ren dell Mysteries Bennett 

35. Scarlett Morris 

36. Scarlett (Polydor master disc with paperwork) 

Morris 

37. The Sea Wolf (ltd issue) Charles Bernstein 

38. Second Time Lucky (1M1) McDonald/Stonc 

39. Sky Pirates (1M1) May 

40. Soldier Blue Budd 

41. Starman Nitzsche 


63. La Professionell Morricone 

64. Manhunter various 

65. Moon Over Parador Jarre 

66. Mountains of the Moon (promo issue) Small 

67. Mountbatten Scott 

68. No Man’s Land Polcdouris 

69. Wall Street/Salvador Copeland/Delcruc 

WANTED 

Blood In Blood Out Conti 
Chouans (doesn't cvciyonc?) Dclerue 
Serpont and the Rainbow Ficdel 
Silve8tri Selected Suites 
Tail Spin Stone 

Where Eagles Dare/633 Squadron Goodwin 
As well as other selected promos and interesting 


6. Blood Moon (IM1) May 

7. Body Heat (ltd. issue) Barry 

8. Captain Ron (promo) Pike 

9. Children of a Lesser God Convcrtino 

10. Devil In the Flesh/We of the Never Never 

(1M1) Sarde/Best 

11. Escape from New York Carpenter 

12. Flesh + Blood (ltd. Vartsc) Polcdouris 

13. The Flying Doctors (1M1) McDonald/Stonc 

14. For Term of His Natural Life ( IM1) Walker 

15. Hariequln/Day After Halloween (1M1) May 

16. Hocus Pocus (promo) Dcbncy 

17. Hot Shots Lcvay 

18. In Harm's Way Goldsmith 

19. Julia Julia Jarre 

20. The Leaving of Liverpool (1M1) Best 

21. The Llghthorsemen (1M1) Millo 

22. Memories of an Invisible Man Walker 

23. Moon Over Parador Jarre 

24. Mystic Warrior (promo) Fried 

25. North of Hollywood North 

26. Pacific Heights Zimmer 

27. The Proud Rebel (pvt. issue) Moross 


42. Stars ‘n’ Bars (ltd. Varisc) Bernstein 

43. Star Trek: Astral Symphony various 

44. 2010 Shire 

45. The TempTalgorn 

46. To Live and Die in LA Wang 

47. Too Late the Hero (pvt issue) Fried 

48. Under Fire Goldsmith 

49. Warning Sign Safan 

50. Weeds Badalamcnti 

51. Wendy Cracked a Walnut (1M1) Smcaton 

52. Who Framed Roger Rabbit + Story Disc 

(2 CDs) Silvcstri 

53. Willow Homer 

54. The Young Americans Arnold 
TAPES 

55. The Accidental Tourist Williams 

56. The Bride Jarre 

57. Class Action Homer 

58. Das Boot Doldinger 

59. Dream scape Jarre 

60. Hocus Pocus (promo) Dcbncy 

61. Innerspace (promo issue) Goldsmith 

62. Jagged Edge Barry 


soundtracks. 

PAYMENTS arc to be made to Dennis Tupper 
in U.S. or international POSTAL MONEY 
ORDERS 

TRADES are acceptable as cash. 

POSTAGE $3.50 for the 1st disc, and $.50 for 
each additional disc (or tape). 

NO POSTAGE will be charged for orders 
exceeding $100.00. 

INSURANCE will be charged separately if desired. 

For Sale at $10.00 Each 

Blow-Up (Hancock), Surviving Picasso, Wagons Fast. 
Norma Jean & Marilyn, Ixs Silences du Palais, Krull. 

For Sale atS15.00 Each 

Fiorile, Un'Anima Divisa in Due, Red Shoes Diaries, 
Tic Me Up Tic Me Down. Poltergeist II, Meridian, 
Once Upon a Forest, Superman: The Movie. 

For Sale at $25.00 Each 
Birdy, John Scott Conducts His Favorite Themes, 
Triple Feature (3CDs), Maurice Jarre Trilogy (2CDs), 
War of the Worlds (2CDs). 


CDs for Auction 

Closes December 20 

Soundtracks, some Original 
Casts, all are Factory Sealed In 
Their Original Wraps or Boxes 

The Adventures erf the Great Mouse 
Detective. Henry Mancini 
Aces: Iron Eagle III. Harry Manfredmi 
After Dark My Sweet (box). Maurice Jarre 
Anastasia. Alfred Newman 
Arachnophobia, Trevor Jones 
Around the World in 80 Days. TV. Billy 
Gddenberg 

Article 99. Danny Elfman 
Awakenings. Randy Newman 
The Battle of Neretva. Bernard Herrmann 
Black Beauty. Danny Elfman 
Blue Collar (import label). Jack Nitz9che 
Bonfire of the Vanities. Dave Grusln 
Brothers McMullen. S. Egan 
Charade. Henry Mancini 
Crossover Dreams 
Crossing the Line. Ennio Morricone 
Dance a Little Closer (OC). Alan Jay Lemer 
The Dark Half. Christopher Young 
Dick Tracy: Score (in box). Danny Elfman 
Dead Again. Patrick Doyle 
Demolition Man (score. Vardse). Elliot 
GoldenthaJ 

Desperate Hours. David Mansfield 

Dreamscape, Maurice Jarre 

The Eiger Sanction, John Williams 

Enemies: A Love Story (box). Maurice Jarre 

Fish Called Wanda. John Du Prez 

For Love or Money. Bruse Broughton 

Freddie’s Dead: Final Nightmare. Warners 

Freejack, Trevor Jones 

Guns of Navarone (import). Dimitri Tiomkin 

Hard Bounty (import). Enzio Milano 

Hardware (import). Simon Boswell 


Hatan. Henry Mancini 
Hello Again. Wiliam Goldstein 
Hook. John Wiliams 

Indiana Jones and the Last Crusade. John 
Wiliams 

I'll Do Anything. Hans Zimmer 
Is Paris Burning?. Maurice Jarre 
Jennifer 8. Christopher Young 
Jewel of the Nile. Jack Nitzsche 
Krull, James Homer 
The Last Butterfly. Alex North 
Legs Diamond (OC). Peter Allen 
Licence to Kill. Michael Kamen 
Losing Isaiah. Mark (sham 
Love at Large. Mark I sham 
M Butterfly. Howard Shore 
Madness of King George. George Fenton 
The Marrying Man. David Newman 
Melancholia, Simon Fisher Turner 
Mobsters (box). Michael Small 
Moon Over Parador. Maunee Jarre 
Midnight Run. Danny Elfman 
Mr. and Mrs. Bridge. Richard Robbins 
My Stepmother Is an Alien. Alan Silvestri 
Nostradamus. Barrington P he long 
The Old Man and the Sea (import). Dimitri 
Tiomkin 

Oldest Living Confederate Wdow Tells All. 
Mark Snow 

On Your Toes (revival). Rogers/Hart 
Pacific Heights. Hans Zimmer 
Parenthood. Randy Newman 
Pelle the Conguerer/My Ufe as a Dog. 
Stefan Nilsson 

The Pirate (Gartand/Kelly). Sony. C. Porter 
Pure Luck. Danny ElfmaaU. Sheffer 
Punch Line. Charles Gross 
R6zsa Piano Music Vol. 2 (Intrada) 


CD AUCTION *** CD AUCTION *** CD AUCTION 


The Accidental Tourist 
Amazing Grace and Chuck 
Article 99 
Bat 21 
Betrayed 

Black Robe (MCA Canada) 

The Blue Max (Vardse ed.) 

Body Heal (ltd. ed.) 

Brainstorm 

The Burbs («d. ed.) 

Casualties of War 

The Chase 

Class Action 

Cocoon: The Return 

The Col lector 

Coma 

The Company of Wolves 
Crimes of the Heart 
Death Becomes Her 
The Deceivers 
Dennis the Menace 
Desperate Hours 
Dragonslayer (first Issue) 
Enemy Mine 
Escape from New York 
Eve of Destruction 
Farewell to the King (Milan) 
Final Analysis 
Flesh ♦ Blood (ltd. ed.) 

The Fly II 

For Whom the Bell Tolls 
Frantic 
TheGrifters 
Haloween II 
Hamlet (Morricone) 

High Road to China (ltd. 

gold ed.) 

The Hunger 
Kings Row 

Knights of the Round Table 
La Baule-Les Pins (Sarde) 


Legend 


i. first 


LBeforce (VarOse Issue) 
Llonheart VoL 2 (orig. 

Var6se) 

Logan's Run 
Masters of the Universe 

MklnSht^un 
The Molly Maguires 
Moon Over Parador 
The Mosquko Coast 
Mountains ol the Moon 
The NeverEnding Story 
(Japan issue) 

Nightmare on Elm St. I & II 
No Way Out 
Noble House 
Le Norn de la Rose 
(Homer. France) 

The Nun’s Story 
Obsession (Masters Film 
Music Issue) 

Ofl Limits 

Omen IV: The Awakening 
Paperhouse (Zimmer. 

Milan Issue) 

Pirates (Sarde. Milan issuo) 
Peur sur la Ville 
(Morricone. Japan) 

The Quiller Memorandum 
Raiders of the Lost Ark 
(first Issue) 

Rambling Rose 
Rampage 
Red Heat 
Regarding Henry 
Return to Oz 
Rich In Love 
Richthofen & Brown/ 
Private Parts 


The River (Williams. 
Vardse) 

The Rose Tattoo (ltd. ed.. 

Vardse) 

Roxanne 

The 7th Voyage of Sinbad 
Shipwrecked 
Shy People 
Sisters (first Issue) 

Space balls 
Starman 

Supergirl (Vardse Issue) 
They Live! 

Thief of Hearts 
The Three Musketeers 
(Legrand) 

2010 

Under Fire 
Warlock 

Where Angels Fear to 
Tread 

Who Framed Roger 
Rabbit? (score) 

Willow 

Wind 

Films of J. Wayne Vol. f 
(Vardse) 

Films of J. Wayne Vol. 2 


Jerry Fielding Film Music 2 
B. Herrmann: The Concert 
Suites (4CD boxed set/ 
booklet) 

Lost Horizon & Classic 
Tiomkin Scores 
Best of Twilight Zone Vol. 

1 (Varese) 

Digital Space (cond. M. 
Gould) 

Selections from Fantasia 
(promo copy) 


End of First Part 
All Bids Welcome 
All CDs Definitely Sealed 


And 100 more rare & out-of-print CDs for auction 
Write or call for auction deadline, to update bids & more info. 
MICHEL COULOMBE 


3440 Mont-Royal E., Montreal, Quebec, H1X-3K3, Canada 


phone: (514) 529-0133 


Richard Miller, 1713 W Farnum, Royal Oak Ml 48067, 810-541-0126 | 
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MAIL BAG 


c/o Lukas Kendall 
5967 Chula Vista Way #7 
Los Angeles CA 90068 

If you hated the August cover stoiy. "The 
Top Ten Scores of the '90s"—you're not 
alone! I expected this aiticle to get strong 
positive and negative reaction, and the 
response was indeed strong, but almost 
exclusively negative. Some people were 
seriously, deeply turned off by both the 
writers’ selections and style. What can I 
say? It’s too late now. 

If you were offended by this article. I am 
sorry, and believe me I have learned my 
lesson. This is not to say I may never print 
such a piece again, but I will make sure it 
is better labeled, of better taste, and placed 
into context as opinion/humor, although 
few found this one funny. (Some weren’t 
sure if it was a joke or not—the actual 
selections were serious, except for maybe 
Disclosure.) On the purely factual side, 
orchcstratorTim Simoncc phoned to tell 
me that Graeme Rcvcll left Falling Down 
without ever writing a note. 

A couple of people commented that this 
article stank and I should run more of the 
serious analyses of a single score, as I have 
in the past about Young Sherlock Holmes. 
The Taking of Pelham One Two Three, and 
The Player. Well, I went out of my way to 
place the Player article in the same issue 
as the ten-best piece—the idea being if you 
didn't like one. at least there was a differ¬ 
ent approach ahead a few pages. 

Finally, even if you totally hated this ar¬ 
ticle, please register that it has done one 
worthwhile thing: Provoke discussion as to 
what scores have risen to the top of the 
heap since 1990. There is little consensus 
thus far some lists arc polar opposites. If 
you have picks and ideas, send them in! 


...As a recent FSM subscriber I’ve enjoyed 
reading the soundtrack news and articles. I 
did take exception that Rdzsa, Moross and 
Fricdhofer were omitted from John 
Walsh's article on the ten most influential 
film composers and felt their exclusion left 
a gaping hold in his commentary, but that 
type of stuff is subjective. It's his opinion 
and I’m glad he took the time to write and 
support his choices. 

When I received the August issue with the 
Best Scores of the '90s article I thought, 
how odd it's only mid-decade, but let's sec 
what Gordon and Friend have to say. 

My conclusion: not much. Their choices, 
with the exception of Tombstone, The 
Shaw shank Redemption and JFK. left me 
cold and their whole article was so mean- 
spirited it was actually difficult to finish. 

Not only is their vocabulary—such as it 
is—limited (there are other adjectives in 
the English language that can be used be¬ 
sides their repeated use of "shitty," "shit" 
and "sucks") but their snide and downright 
rude remarks about Molly Hunter. Dana 
Dclany and Sharon Stone had absolutely 
no business in a magazine about music (or 
any place else for that matter) and betray 
that they arc most likely two immature 
young men who must be terrified of 
women and also have a great deal to learn 
about writing. 

They even seemed to dislike the very 
choices they made and ignored Homer's 


Braveheart; Jones and Fdelman's Last of 
the Mohicans', and the wonderful Little 
Women by Thomas Newman. Mark 
Isham's A River Runs Through It was also 
sorely missed. 

I can normally glean something out of any¬ 
thing I read, even if the writer's opinion is 
repugnant, but if the point of their article 
was somehow supposed to be satirical they 
truly missed the mark. And if they were 
serious I can only pity their insecurity and 
lack of insight into music and film. 

But the saddest part of all: they wasted 
time out of my life. 

Lukas, I wish you better luck with future 
articles and hope the next contributing 
writers take their subjects more seriously 
and write with more positive goals. I 
believe you owe that to your readers. 

Steve Stromberg 
PO Box 534 
Woodacre CA 94973 


...Forget about trying to justify the exclu¬ 
sion of The Hunt for Red October. Total 
Recall and Dances with Wolves from the 
Top Ten Scores of the '90s list Despite 
their greatness, they arc automatically dis¬ 
qualified because they were all released in 
1990, which is actually the last year of the 
1980s. Ik cause there was no zero A.D., 
decades begin at I and end at 10. making 
1980 the last year of the '70s. 1970 the last 
year of the '60s. and so forth. This means 
that when New Year's Eve 1999 comes 
we'll all make fools of ourselves for think¬ 
ing it's the turn of the century. 

Regarding Jack Gordon and I.ouis Friend’s 
article. I responded with the usual mixed 
bag of agreement and disagreement. But 
there was only one thing that I found 
downright pathetic, and that was the inclu¬ 
sion of Disclosure on the list. laughter 
may be good for the soul, but if that is the 
only score upon which the two writers 
could agree, then that says a lot more 
about them than it docs Ennio Morriconc. I 
strongly disagree with the inclusion of 
several other scores on the list, such as Fd 
Wood and Tombstone, but this disagree - 
ment stems from the fact that there are 
better scores from which to choose, not 
that these scores are bad themselves. But 
Disclosure is bad. period. Another thing 
counting against the article is the relative 
anonymity of its writers. I have no idea 
what kind of tastes Gordon and Friend 
have, so I cannot accurately weigh their 
judgments against their prejudices. If 
Lukas had written the article, for instance, 

I would've been familiar enough with his 
musical predilections to take his probable 
inclusion of Heavenly Creatures with a 
grain of salt Ditto for Jeff Bond. John 
Bender. Andy Dursin. or any of FSM*s 
other regulars. I also found Gordon and 
Friend's smug and obnoxious writing style 
nauseating, but I've been nitpicky enough 
for one letter. 

Owen T. Cunningham 
3 South Road 
Ellington CT 06029-3029 

...Was that Best Scores of the ‘90s piece 
serious? I'm not being funny. I just honest¬ 
ly don’t get it (if it's not a pared}’ of some 
kind). Except for Basic Instinct and Dis¬ 
closure (both weak efforts) I can't remem¬ 
ber a note of music from any of these 
films. Goldsmith and especially Morricone 
have done far better work than those cited 
in the past six years. Williams is influential 
but hardly original, and Seven is effective 
more as a sound mosaic than a score. If I 


may be so bold here are ten scores I would 
choose as being excellent '90s film work: 

II Dr. Graessler (Morricone). The Russia 
House (Jerry Goldsmith). The Specialist 
(John Barry), The Field (Elmer Bernstein), 
Godzilla vs. Queen Molhra (Akira Ifuku- 
be), Black Robe (Georges Del erne). Eve of 
Destruction (Philippe Sarde). Ripoux Con - 
tra Ripoul (Francis Lai). Judicial Consent 
(Christopher Young) and The Star Maker 
(Ennio Morricone). 

I feel these scores not only enhance their 
respective films but they make great 
listening on their own. 

Robert P. Merritt 
PO Box 67942 
Rochester NY 14617 

...While Jack Gordon and Louis Friend's 
Ten Best Scores of the '90s generally 
recked, it was an interesting overview. 
Apparently, these two felt the jingoistic 
scores were exceptionally good. It almost 
seems like they had to throw in Schindler's 
List to "clear the palate," as it were. I 
would like to respond with my list of the 
ten best scores of the '90s. to date: 

1. Forrest Gump. Alan Silvestri (1994): 
Alan Silvestri has come into his own after 
his triumphant Back to the Future trilogy 
scores. It seems like he has broken out of 
the "action film" stereotype to compose a 
score to one of the best films ever made. 
Starting with "I'm Forrest... Forrest 
Gump." to cheering on our hero in 'The 
Crimson Gump." while finally residing 
over "Jenny's Grave" near the end. he has 
created a touching score. It's an album 
with a melodic tunc that perfectly reflects 
the life of Forrest Gump, while accentu¬ 
ating it all the way. 

2. Apollo!3. James Homer(1995): Yes. 
we could have done without the dialogue; 
it.docs create a great atmosphere especially 
before the "Spirit in the Sky" cut. but it 
works horrendously regarding Walter 
Cronkite's speech. Everything else on this 
album works well, from the classic '70s 
songs, to the excellent "All Systems Go— 
The Launch"; I loved that hom solo. I also 
could've done without Annie I-cnnox 
rendering the theme, but it's okay. 

3. Batman Forever. Elliot Goldcnthal 
(1995): What an exciting score! Elliot 
Goldcnthal has done more to invoke the 
exciting, dark, mythical world of Batman 
than Danny Elfman ever did. True. Elf - 
man's first Batman score is excellent. But. 
this soundtrack probably contains more 
action than the film it represents. I totally 
enjoy the new Batman theme; "Perpetuum 
Mobile." "Victory" and "Nygma Varia¬ 
tions" should not be missed. 

4. Jurassic Park, John Williams (1993): 
With each new’ Spielberg film. John Wil¬ 
liams creates perfect scores, for perfect 
characters, and things that can only exist in 
our imaginations—or the computer’s 
imaginations (can a computer imagine?). 
One would expect the Jurassic Park theme 
itself to be an action score, since that is 
w hat the film basically is. Just see it as a 
tribute to the dinosaurs—the dinosaurs that 
opcc majestically trampeded across the 
land. And hey. I also enjoyed the little 
JFK -conspiracy “Dennis Steals the Em¬ 
bryo" tribute cut too. The album has some 
horrible sequencing, with the first part of 
“Welcome to Jurassic Park" actually being 
the first part of the end credits! "Remem¬ 
bering Petticoat Lane" is also a mysterious 
cut. perfectly enhancing Dr. Hammond's 
speech about the flea circus. 

( 6 ) 


5. Sneakers. James Homer (1992): In a 
few years. I expect James Homer to 
eclipse even John Williams. Although, 
after that insipid Courage Under Fire 
score. I'm still not convinced... yet. Sadly, 
this album presents the film score as more 
a scries of orchestral arrangements rather 
than how the cues are represented in the 
film. Tragic. We need a re-release for this 
soundtrack! I need to have that cool music 
that’s used during the scene where the 
Sneakers prepare for a long night of wait¬ 
ing. I also would like to have the spooky 
jazz music used for the opening credits 
sequence. But who can forget the cuts 
'The Escape/Whistler's Rescue" or‘The 
Hand-Off? I can’t. I will admit, though, 
that the horrendous "And the Blind Shall 
See" cut should have been reworked, ex¬ 
cept for its opening bars. 

6. Robin Hood: Prince of Thieves. Michael 
Kamcn (1991): After his wonky Die Hard 
scores, Mr. Kamcn succeeds with this 
highly original and awe-inspiring album. 
Starling with one of the best themes in re¬ 
cent years, the listener is treated to a very 
exciting action score. "Little John, and the 
Band in the Forest" and 'Training—Robin 
Hood: Prince of Thieves" should be lis¬ 
tened to with an open mind. This CD also 
includes a nice collection of rock songs; 
Bryan Adams has managed to write an 
exceptional love song that succeeds within 
the film score, rather than being presented 
as an excuse to include it (unlike Whitney 
Huston's The Bodyguard). lor another 
great CD in this vein, check out Kamcn's 
The Three Musketeers (1993). 

7. Rudy. Jerry Goldsmith (1993): To para¬ 
phrase young Indy. "Nobody saw this 
movie but me?" Go rent the film, and then 
purchase the CD. Jerry Goldsmith is the 
best man to score your sports film. Now. 
we need him to score a baseball film \Mr. 
Baseball ? -LKJ. and since someone else 
did Tin Cup. we should get him to do 
another golf movie. If you're expecting a 
rousing. Hoosiers -typc score—you're 
right. The reason I like Jerry Goldsmith, 
however, is that he always scores for 
what's on screen, and presents his albums 
in that sequencing. Treat yourself to this 
album, and close your eyes while listening 
to "Waiting," "Back on the Field." "The 
Plaque," and 'The Final Game." which, 
like a John Williams end-credits cut, 
combines all the themes together to create 
a rousing sequence. And. for those of you 
really heading to Notre Dame this year, 
plop ‘To Notre Dame" in your W alkman 
fora surreal experience. 

8. With Honors (1994): With Honors is a 
soundtrack comprised of several rock 
bands, but it demands attention. This is 
one of those perfect rock movie albums, 
unlike The Nutty Professor or Judge 
Dredd. There arc some wonky cuts on 
here—mostly mixes. But. the Pretenders' 
cut. "Forever Young." Kristin Ilcrsh's 
“Your Ghost." and even "Blue Skies" sung 
by master hair himself, Lyle Lovett, arc 
terrific. And yes, you may remember Ma¬ 
donna's "I’ll Remember" being associated 
with this film. The song is terrific, the 
video is even better. Fans of alternative 
music might like this CD. but it is mussing 
a real good song from the film: the anthem 
when the Warner Bros, logo comes up. 
Also, dialogue could’ve worked well on 
this CD. too; we needed the line. "Good¬ 
bye Corky—hello Bessie!" before Lindsey 
Buckingham's "On the Wrong Side." 

9. Star Trek VI: The Undiscovered Coun - 



try, Cliff Eidclman (1991): One of the best 
Star Trek scores since The Wrath of Khan. 
Deep and dark. Eideiman brings out the 
bad in space; he uses his overture too 
much, but “Clear All Moorings” invokes 
the best memories of this film, while 
"Death of Gorkon" and “Revealed” give us 
the resounding flipside. Admittedly. “Sign 
Off is a horrible title, but I enjoyed Cliff s 
use of Alexander Courage's original Trek 
theme. Too bad Dennis McCarthy didn't 
listen to this score while preparing a theme 
for Soran or the Nexus for his tepid Gen¬ 
erations soundtrack. 


10. The Shawshank Redemption, Thomas 
Newman (1994): I have to agree with our 
two reviewers here. Shawshank is a brilli¬ 
ant CD. Beginning with "May." the listen¬ 
er is treated to an album that could've been 
released like Joel McNeely's Shadows of 
the Empire soundtrack. "Rock Hammer” is 
a good cut showing Andy’s reluctance to 
fit in with Shawshank life, and "Suds on 
the Roof has to be one of the best cuts of 
the year—Andy has finally found a way to 
enjoy life at Shawshank... he can make 
other lives better. "So Was Red" and "End 
Title" should not be missed. A true epic 
score all the way. 

Ryan Pominville 
628 7th St N 
Hudson Wl 54016 


...I’m sure you’ve already received a fair 
share of mail about the "Best Scores of the 
’90s." but I’m curious why you didn’t 
mention the following: 

Rudy (Goldsmith): One of my favorites as 
well as Sunday sports shows'. 

Hudsucker Proxy (Buiwell): It’s fun just to 
sec what themes he’ll steal from classical 
composcre and then exploit. Isn’t it? [Yes, 
but he credits them. -LK] 


SlarGate (Arnold): Is David Arnold not 
worth)' of serious discussion yet? 

Scent of a Woman (Newman): Surprised 
none of Thomas Newman's stuff was 
mentioned. (It was— Shawshank. -LK| 

Across the Sea of Time (Barry): If you 
haven’t heard this, it's truly one of the best 
scores I’ve heard... period. 


Forrest Gump (Silvestri): I’m sure this one 
was too PC for your list. but. it’s still a 
great score full of wonderful themes. 


Dave (Howard): Just a happy, nice score. 


which men do classify women in awful 
ways. (I also like Beavis and Butt-Head 
because the characters foreground the fact 
that teenagers who watch MTV are idiots.) 

...In response to Jack Gordon and Louis 
Friend’s "Ten Best Scores of the ‘90s" ar¬ 
ticle. here is my (short) list of overlooked 
’90s efforts: Graeme Re veil's Child's Play 
2 was a gem. terrifically ferocious "mon¬ 
ster movie" music that would do Hans Sal¬ 
ter proud: Shirley Walker's orchestrations 
were the icing on the cake. Thomas New¬ 
man's The War is likewise excellent, with 
one of his loveliest main themes and his 
typically creative atonal sounds. Lastly, 
Georges Delerue’s Curly Sue was an over¬ 
looked score with a beautiful theme. 

Thanks to Daniel Schweiger for his great 
interview with John Carpenter and Shirley 
Walker (172). Thank goodness this excel¬ 
lent composer is getting the assignments 
she deserves. For fans of her work on the 
Batman cartoon series, check out the ex¬ 
cellent new Superman 'toon, with a great. 
Williamsesque theme. 

Robert Knaus 

320 Fisher St 

Walpole MA 02081 

/ still haven 7 seen the new Supcrmaa but 
former Star Trek composer Ron Jones 
wrote a terrific music library for a short¬ 
lived. early Saturday morning CBS Super¬ 
man cartoon around 1988. The Williams 
feature-film theme was actually licensed 
and arranged by Jones for the main title: 
Jones also had his own Superman theme 
which he used throughout the cues. 

...Let’s all congratulate Jack Gordon and 
Louis Friend on what read like FSM’s first 
drug-assisted article. I mean. I knew that 
interviewees have on occasion been 
sloshed, but having our writers imbibe 
wine (or inhale nitrous oxide?) adds to the 
wacky fun. It helps that they inserted 
pretty solid film-scoring cfTorts among all 
those non sequiturs. like that "Yes" off by 
its lonesome in the JFK review. Since the 
boys mentioned The Silence of the Ixunbs. 

I have to recite along with Clarice: "Your 
anagrams are showing. Doctor. Louis 
Friend. Iron Sulfide... commonly known as 
Fool's Gold!" Hmmm... coincidence. 
"Louis"? 

Christopher Walsh 
22405 NE llafem Lane 

Dundee OR 97115 


And was Jurassic Park too pretty for you? 
Just curious. Also. Alive (James Newton 
Howard) is another of my favorites from 
the 90's so far. 

Terry Cunningham 
MGM0JA 
2500 Broadway 
Santa Monica CA 90404 

...I was disconcerted while reading ‘The 
Ten Best Scores of the Nineties" in the 
August issue to find a vicious attack on 
actress Dana Dclany in the midst of the 
Tombstone analysis. For years now the 
public has been bamboozled into believing 
that thin (anorexic), exotic (grotesque) 
women are the appropriate models of 
femininity. Must we now endure direct 
assaults on those who are actually attrac¬ 
tive in. of all places, a publication about 
film music? 

Kim Holston 
1129 Wagoner Drive 
Wilmington DE 19805 

I won 7 go out of my way to defend this 
comment, but I did find it interesting in 
that it uncomfortably exposed the ways in 


"Jack Gordon " and "Louis Friend" are 
indeed pen names, part of FSM's writer - 
protection program. However, 1 assure 
everybody that I did not write that article, 
and I hope my writing style has become 
consistent enough for people to believe me. 
I personally do not use pseudonyms in 
FSM (unless they are for something short, 
in which case they will be “Al Kahohck"- 
levelobvious), for two reasons: 1) lam 
generally not inhibited about saying what 1 
feel and attaching my name to it. 2)1 al¬ 
ways assume people will find out anyway if 
it 's me, and then not only will I be disliked 
for my strong opinion, but I ’ll look stupid 
for trying to hide it. 

...I must disagree with what seems to be 
the general opinion about David Arnold’s 
Independence Day score, which is often 
classified as "excellent." I respect Mr. Ar¬ 
nold's scores as much as any other com - 
poser’s efforts—and I did enjoy Young 
Americans — but does 104 really deserve 
all the merit it has been given? To me. the 
action music sounds too loud (lots of brass 
and percussion, coupled with cool synthe¬ 


sizer effects) and heavy-handed, which can 
easily induce a major headache after two- 
and-a-half hours of cities and alien space¬ 
crafts being blown to pieces. Although Mr. 
Arnold speaks (#71) of the various themes 
he composed for the film. I cannot single 
out any of them, since they ultimately 
become lost in the orchestral frenzy that 
dominates the film. His associations, too. 
are obvious, i.e. trumpets underline the 
heroic deeds of the jet fighters, while the 
alien invasion is. of course, scored as a 
march (echoes of Darth Vadcr, perhaps?). 

I must confess that I hated the film, w hose 
absurd solutions probably intended to of¬ 
fend the viewer’s intellect: Jeff Gold¬ 
blum’s father sneezes and he promptly 
realizes he can use a computer vims to jam 
the alien communications? Give me a 
break! Docs someone actually get paid to 
write this kind of crap? There arc too 
many characters (far more than the film 
can handle) and that probably impelled 
Mr. Arnold to write his multiple themes. 
Unfortunately, he got lost in the process. 
The use of a unifying, more recognizable 
theme might have saved the score. As it is. 
however. ID4 is just a noisy John Williams 
rip-off. And a bad one. at that. 

But. again, what could one expect from 
soch an effects-laden film? I strongly be - 
lieve that better scripts would arise the best 
in many gifted composers, including 
David Arnold, who shouldn’t waste his 
time on high-concept films like ID4.1 
certainly cannot blame him for the imbe- 
cilic plot turns, but he ought to win the Big 
Mac award of this summer, for conceiving 
a lame score that perfectly suits such a 
lame movie. 

Daniel Lima Azevedo 
Av. Atlantica, 3730, apto 601 
Copacabana 
Rio de Janeiro, RJ CEP: 22070-001 
Brazil 

/ agree entirely, although I cannot blame 
someone personally for wanting to make a 
ton of money. Critical reaction to the 
Independence Day score has actually been 
muted and negative in this magazine. For 
once, people are realizing that this mega - 
action orchestral score really isn 7 very 
good. Unfortunately, there are no doubt 
many more people out there for whom it is 
their first symphonic-related album. 

(Scary!) By the way. Arnold, fresh off his 
success on this score, and able to pick and 
choose his next projects, has reportedly 
turned down blockbuster films left and 
right, which is Just fine with me. 

. J received FSM #72 today. I am really 
glad to find a big article titled ’The Collec¬ 
ted Works of Akira Ifukube.” You have 
reviewed these titles in FSM already, but 
this time the reviews by Kyu Hyun Kim 
are more detailed and will be helpful for 
people who cannot read Japanese. Akira 
Ifukube is a great composer, and I hope 
these reviews interest people in his works. 

However, there is an error in the reviews. 
Kim wrote, "(The CDs] are not compila¬ 
tions or reissues at all. The majority of the 
selections have not been released on LP or 
CD." Actually, these are reissues of LPs. 

In 1981-82, King Records in Japan 
released an LP scries consisting of 10 
volumes (K22G-7043 through -7052) with 
the same title as the CDs. Volumes 1 and 2 
of the CD series are straight reissues of the 
former LPs. Volumes 3 through 10 are ex¬ 
panded editions: asterisk marks (*) indi¬ 
cate the tracks added for the CDs. These 
LPS were commercial releases, not promos 
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or bootlegs. However. I guess they were 
not easily available in foreign markets. 

By the way. why are selections from the 
late ’40s and early ’50s films dubbed from 
film stocks? The biggest reason is that for 
many of these films, music performances 
were recorded directly into the optical film 
soundtrack with sound effects at the same 
time. So music-only magnetic tapes did 
not exist in the first place. I think Godzilla, 
King of the Monsters ( 1954) was one of 
the earliest magnetic tape recordings of 
film music in Japan. 

Nobutaka Suzuki 
23-5 Jingumae 6 chome 
Sibuya-ku, Tokyo 150 
Japan 

1 ’m sure my fearless writers, Kyu Hyun 
Kim and John Bender, join me in thanking 
Mr. Suzuki for the timely information. 1 
received several nice comments on these 
Ifukube reviews: by the way. they have 
gone a long way to introduce al least one 
person to Ifukube's work—me! 

...I wish to bring several erratum in your 
issue 173 to the attention of your readers. 
These include: 1) Mr. David Schcctcr's 
statement (p. 9) that others were unsuc¬ 
cessful in their attempts to record Them! is 
absolute rubbish. I have had such rights 
since the mid-1970s, when photocopies of 
the conductor's and full-scores were pre¬ 
pared for me by the late Danny Franklyn, 
and which the composer autographed and 
marked for the undersigned with recording 
suggestions. This piece was not recorded 
by Fifth Continent for economic reasons, a 
fact which Mr. Schectcr was fully aware of 
when he wrote me in 1995. 2) The com¬ 
ment on page 13 regarding the use of a cue 
by Alexandre (not Alexander) Talisman is 
in error. Tansman composed and recorded 
the first Since You Went Away score, 
which was rejected by Sclznick and re¬ 
placed by the Steiner score. The Tansman 
cue was later tracked into the film when 
Steiner refused to score the scene in ques¬ 
tion. 3) On page 15 Adolph Dcutsch is 
listed as the sole composer of Action in the 
North Atlantic. This is incorrect, as Wil¬ 
liam Lava composed original music for 
three scenes (I have autographed photo¬ 
copies of Lava's sketches). 

On unrelated matters. I was saddened to 
learn of the death of Miles Goodman, with 
whom I worked on Teen Wolf He was a 
delightful person, and we often shared 
“horror stories" about the imbeciles who 
arc hired to manage the various film studio 
music departments. Secondly, I could not 
agree more with David Coscina's review 
of ID4. which in my opinion is the nadir 
of 1990s film music: banal, derivative, and 
totally uninspired. Please find enclosed an 
article from our local paper of the Maxi - 
vision film. The Edge, scored by Nigel 
Westlake. Another case of totally inappro¬ 
priate music fora film. 

John Steven Lasher 
Fifth Continent Music Classics 
18 Malvern Road 
Leura NSW 2780 
Australia 

The article in question is a short write-up 
of said film. The Edge, a travelogue of 
Australia 's Blue Mountains shot in a 
super-big format projected onto a screen 
six stories high. The music is described by 
the article as a “heady mix of digeridoo. 
percussion, orchestra and voices, ” and by 
Mr. Lasher as "Some of the worst music 
ever!” Composer Nigel Westlake also 
scored Babe (1995). • 



VIC MIZZY 


Interview by JEFFREY K. HOWARD 

It’s impossible for anyone not to be acquainted with 
the music of Vic Mizzy. We’ll spare you the lyrics 
to The Adda/ns Family —everybody knows them — 
but between that famous ditty and his equally mem¬ 
orable theme song for Green Acres— and his music 
for such Don Knotts films as The Ghost and Mr. 
Chicken and The Reluctant Astronaut — he made an 
unforgettable mark on ‘60s film and TV. Jeffrey 
Howard managed to speak through his choking awe 
and reverence to conduct the following: -LK 

Jeffrey Howard: In preparing for this interview I 
couldn 7 find any information on your background. 
So / guess my first question is where were you born 
and raised? 

Vic Mizzy: I was bom and raised in Brooklyn, 

New York and I started to take piano lessons when 
I was four and a half years old. 

JH: Were you a professional musician? 

VM: Yes, I was a professional musician. I played 
piano for weddings and banquets. 

JH: When did you arrive in Hollywood? 

VM: Well, I’ve been in Hollywood a few times for 
different assignments but I always returned to New 
York. I moved here in 1963. 

JH: I understand you wrote popular songs before 
writing scores for film and television. 

VM: I was a songwriter and arranger and I had a lot 
of big hits. "My Dreams Are Getting Better All the 
Time" (1945), that was the biggest hit I had. (It 
ranked tt\ on the charts.] ‘The Jones Boy" (1954), 
"Choo’n Gum" (1950) and ‘The Whole World Is 
Singing My Song” (1946) and many, many others 
as they say. 

JH: Whal were your musical influences growing up 
in Brooklyn? 

VM: The radio. Listening to the radio, going to the 
music library and listening to all the recordings. I 
listened to serious music only. I wasn’t permitted to 
play popular songs until I was about 13 years old. 

JH: Just classical music? 

VM: Only classical. I was a very good pianist. 

JH: Any classical composer you admired the most? 
VM: No. I liked them all. 

JH: Hollywood producers have labeled your style 
of music as having the "Vic Mizzy Sound." How 
would you describe this unique style? 

VM: I like to experiment with different instruments 
more than a lot of other people and I had to do it 
before the electronic field started dominating the 
business. For instance, I was the first composer to 
use the harpsichord to cue music on The Addams 
Family. I played the harpsichord on that show. On 
Green Acres I used different instruments. I used a 
maestro clarinet attached to an electronic gadget 
and it could play in any register. I also used the 
bass harmonica, which was brand new at the time 
and performed by Tommy Morgan. 

JH: So that is the mysterious sound that comes 
across like a piglike grunt. 


VM: That’s it And I was the first guy to use the 
fuzz guitar and the wah-wah guitar in the opening 
of Green Acres. The lead guitar was played by 
Tommy Tedesco, who is the best guitar player in 
town. I wanted to use instruments that nobody uses. 
I took chances. A lot of my colleagues would call 
me up and ask, “What did you use? It sounds so 
different." 

JH: Is it true that Eva Gabor couldn 7 sing a note? 

VM: That was the biggest luck-out. You see I made 
her talk it I made her talk the song. I said sing it 
like you’re a very sophisticated lady on Park Av¬ 
enue. Talk it! Then the last line of the song it hap¬ 
pened. It was the biggest luck out in music history. 
She hit the right notes with Eddie Albert, (singing] 
Green aaay-currs, we arc theerrre! 

JH: Did you orchestrate and arrange all your 
scores? 

VM: Every time. 

JH: You scored all five Don Knolls films for 
Universal Pictures, the first being The Ghost and 
Mr. Chicken in 1966. How did you come to work 
with film producer Edward J. Monlagne? 

VM: I had scored my first picture at Universal 
called The Night Walker (1964) with Barbara 
Stanwyck and Robert Taylor, and I did a good 
enough job apparently that the studio said, use Vic 
Mizzy as much as possible. The head of music at 
Universal at the time, Joe Gcrshenson, called me up 
afterward and said, "Look, there is a picture I want 
you to do called The Ghost and Mr. Chicken. I want 
you to meet Ed Monlagne.” Ed was very impressed 
with my music and the picture became a classic as 
did all the Don Knotts movies. 

JH: Rumor has it that it was you playing the organ 
in the haunted house. 

VM: It is! It was I who played it. The organist hired 
to play for the session panicked and he couldn't 
play the organ. It was a big console. So I had to sit 
down and conduct from the organ and play the 
organ. 

JH: l noticed that at the start of all your films with 
Don Knotts the music starts at the Universal logo. 
It's such an original way to set the mood of the 
film. Was this your idea? 

VM: All my titles that I have in all of my movies... 
everything locks in. When a change or a credit 
comes in, a new sound or a new beat starts. This 
works because I laid out everything on a click track 
for the film editors and they worked with me. And I 
did a lot of other movies for Ed Montagnc the same 
way. I always did that I also directed the opening 
for The Addams Family. 

JH: Did you direct the opening for Green Acres? 

VM: I wrote the music and lyrics for Green Acres 
and I created the story board for the opening, but I 
didn’t direct it. 

JH: I recently saw Angel in My Pocket with Andy 
Griffith and the music had the "Vic Mizzy Sound" 
but you did not do the score. 

VM: No no! It is rather odd that you mention that. I 
was supposed to score that. 


JH: It was produced by Ed Monlagne and the same 
creative team that did the Don Knotts films. The 
music sounds like you did it. 

VM: I’m not sure but they may have used some of 
my cues from another picture. I think they used 
some of my music because they weren’t happy with 
whoever the hell signed to do it. 

JH: Which was your favorite score from your 
films? 

VM: I like them all. I have fun with each one. 

You’ll notice that all of the themes are very 
melodic. 

JH: The Vic Mizzy Orchestra were regulars on The 
Don Rickies Show in 1968. Did the orchestra 
appear elsewhere? 

VM: No, no! They were all studio men. They were 
hired for each particular job. I hired special 
musicians for that since some of the people that do 
my films were not available. I would always use 
Tommy Tedesco on guitar and Frank Capp on 
drums. They are all top guys. My key players I 
would always try to get for my assignments. 

JH: Are you still writing music today? 

VM: Yes. Right now I write all the time and I have 
my own electronic studio. I’m constantly creating 
music. I’m writing a lot of songs right now and 
doing very well with my music in commercials. 
‘The Addams Family” is the number-one song 
today in commercials. It’s the number-one song 
played at all sporting events. When a man is on 
third base you hear the organist go, da da da dum. 
It’s all over the world. (Shortly after typing this 
interview I was watching a Red Sox-Marincrs 
game, and sure enough “The Addams Family” 
blared out during a rally. -LK] 

JH: Whal are some of the commercials you have 
written for? 

VM: Honda, Nestle, and Shakcy’s Pizza. 

JH: Do you keep all your original scores or have 
you donated them to a library? 

VM: I still have them up in the attic. I have been 
asked by everybody to contribute them, which I’m 
going to do anyway. 

JH: Do you lecture anywhere? 

VM: I do, occasionally. I’ve guest lectured at UC 
Northridge and at UCLA. I do it once in a while 
because some of my friends ask me to do it. 

JH: / heard in the wake of the fire at Universal Stu¬ 
dios a few years back that among the properly de¬ 
stroyed were recordings of your movies and the fa¬ 
mous piglike grunt instrument used in Green Acres. 

VM: It’s true. I think they were destroyed. But I 
have copies. I have the original tracks. And I have 
more of the bass harmonica instruments. 

JH: Did you ever give a name to that piglike grunt 
instrument? 

VM: No. Each cue had a name but not the 
instrument. 

JH: Were any of your film scores released on 
albums? 

VM: No. 

JH: Does a collection exist of Vic Mizzy film 
music? 

VM: I've been trying to get MCA to release a Vic 
Mizzy themes on compact disc from all of the films 
I did. 
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JH: What was the response? 

VM: This is something that is being worked on 
through different channels. MCA Records isn’t too 
forward on doing movie stuff. I’m trying, though. I 
have all the recordings to do it. 

JH: Until that day arrives we can still enjoy your 
music through your films. MCA Home Video has 
just released The Ghost and Mr. Chicken. The 
Love God, and The Reluctant Astronaut on tape 
and laserdisc. 

VM: I have The Love God on my desk right now. 

JH: / had an impossible task of trying to assemble 
a filmography of your work. All the books I re¬ 
viewed did not include the works of Vic Mizzy . For 
a man whose career has spanned over 40 years in 
television and film and is not properly credited, is 
ludicrous. What's the problem? 

VM: When a guy wants to write a thesis for his pa¬ 
per. he writes something about the music business 
and he never knows what the hell he is talking 
about. Some of these books they put out on copy¬ 
rights. film music and songwriting arc so stuffy. 
They write what really isn’t so. I should know. 

JH : If a film producer called you today and asked 
you to score a film, would you do it? 

VM: Oh yeah! If you called me and said. “Vic. 
would you want to score this picture for me?*’ I 
would say sure. 

JH: Well, we have come to the end. I can 7 thank 
you enough for taking the time to talk about your 
career. This has been a privilege. 

VM: My pleasure and Jeff, don’t forget, when the 
dealer has a six showing and you’re sitting with 
twelve or thirteen, you stick, right? 

JH: That’s right! 

VM: Just checking. 

Jeffrey K. Howard resides in Ims Vegas, Nevada. 


The Ghost and Mr. Chicken 

A Loving Remembrance by ANDY DURSIN 

If you’re a movie buff, it’s always fun to ponder 
what movies made an impression on you as a child, 
sparking your interest in film. One of the first film 
experiences I can recall was watching “The Crea¬ 
ture Double Feature’’ Saturday afternoons on Bos¬ 
ton’s Channel 56. WLVI-TV (now a member of the 
all-powerful WB network), a station that—from my 
humble casa in Rhode Island—frequently was filled 
with static and “snow.” a term all but now erased 
from the face of the Earth (unless you have a de¬ 
generate cable system). “Creature Double Feature” 
was hosted for a while by some guy called “The 
Son of Svcngali," who stood in the middle of a lo¬ 
cal TV station's cardboard castle set, wearing a suit 
likely culled from the Doug Henning collection, 
and talked about magic and horror movies with the 
help of his trusty rubber-chicken sidekick. Yes, it 
was bizarre, but it was also funny, and somehow it 
made the subsequent movies they screened more 
endurable; stuff like Reptilicus, Burnt Offerings and 
The Sentinel. While you can head down to your 
video store and rent most of these movies today (or 
turn on any basic cable channel overnight and find 
them), back then TV was the primary source to see 
such genre fodder outside of the theater, and the 
only way if—like me—you were a kid and relied 
on “Creature Double Feature” to transport you to 
other worlds and dimensions, away from the 
Smurfs and Saturday Supcrcade. Needless to say. 
“Creature Double Feature” brought those of us 
youngsters in the viewing audience an endless array 
of sci-fi/horror movies each week—some good (the 
Karloff-Lugosi Universal chillers) and some bad 
(the snow-filled picture frequently made such spe¬ 
cial effects inadequacies as the wires in Reptilicus 
easier to overlook). 

So I remember sitting down one Saturday after¬ 
noon. turning the antenna to the northeast (it was a 
sunny day in the middle of January*, so it was com¬ 


ing in almost crystal-clear) and gearing up for 
another afternoon’s worth of Creature Feature fun. 
This week promised something truly spectacular: 
yes. it was The Ghost and Mr. Chicken. At the time 
this transpired, Don Knotts was one of my heroes. 
He was on Three’s Company, playing Mr. Furley to 
John Ritter’s Jack and his two female roommates (I 
think they were Suzanne Sommcre and that woman 
who does the psychic infomercials), so I was in¬ 
stantly captivated by seeing him in a cool haunted- 
house movie that looked like it could have been 
taking place down the street. (By the time Don 
Knotts joined Three’s Company, Priscilla Barnes— 
Felix Lcitcr’s shark-food wife in Licence to Kill— 
had replaced Suzanne Somers as the blond room¬ 
mate. Obviously this invalidates Andy’s entire 
article, and indeed his entire body of critical work. 
-LK) Sure, I had seen him in such classics as Ihe 
Incredible Mr. IJmpett and those comedies he made 
with Tim Conway ( The Private Eyes is actually 
pretty funny), but to sec a personal favorite of mine 
in a “Creature Double Feature" presentation? It was 
overwhelming. More exciting than an entire week 
of half-day dismissals at school for parent-teacher 
conferences. 

Naturally. I enjoyed the movie, but the real lasting 
impression Alan Rafkin’s cinematic opus made on 
this viewer was not the comcdic antics of Knotts, 
but rather Vic Mizzy’s deliriously insane, creepy, 
cooky and wickedly hip music score. It’s the kind 
of music that remains firmly implanted in your 
mind forever, but you don't mind because it’s so 
much fun. One has only to watch the opening title 
of The Ghost and Mr. Chicken to see and hear why: 
Mizzy's music starts off with low-register piano, 
throbbing bass and a tambourine—the perfect in¬ 
gredients for the composer’s “haunted house" mo¬ 
tif, which comprises half of the main material for 
the score. The other half comes from Mizzy’s con¬ 
trasting motif for reporter Luther Heggs (Knotts), 
with an equally quirky theme set octaves higher, 
complete with xylophone accompaniment. These 
two themes shouldn't work together musically, but 
they do, in the composer’s trademark melodious 
style. Throughout the remainder of the score, 

Mizzy weaves the two themes together into one 
dizzying (let’s say Mizzying) mass of sound that’s 
as infectious as any movie music ever composed. 

The effects of the score made me want to go out 
and buy a soundtrack album—even at a very early 
age—but there's never been one. I could go on and 
on about why someone should issue an album, but 
let’s leave it at this: Hopefully somebody out there 
will find the means to issue a Ghost and Mr. Chick¬ 
en soundtrack, maybe even going so far as to in¬ 
clude Mizzy’s equally engaging score for William 
Castle’s ghost comedy The Spirit Is Willing as well. 
Until that day comes, the world will remain as it is 
now f , missing out on one of those scores that can 
only be called a “classic"—exempting only those 
who worship Don Knotts, write for Film Score 
Monthly, or watched the movie on the Creature 
Features matinee so many years ago. • 


Classic “Wacky/Goofy/Fun” Scores: If you are inspired by this 
interview with the Master, Vic Mizzy, to seek out some more so-called 
“wacky" scores, here are a few... 

Barbarclla (Charles Fox, 1968): classic psychedelia. 

Casino Royalc (Burt Bacharach, 1967, Varese VSD-5265): Herb AIpcrt and 
the Tijuana Brass + Burt Bacharach equals a bachelor pad triumph. 
Caveman (I-alo Schifrin, 1981): the Ringo Starr movie. 

Lifeguard (Dale Mentcn, 1976): Sam Elliot the 45 year-old lifeguard 
contemplating his life path... Andy mentioned this one. 

Moon Over Parador (Maurice Jarre, 1988. MCA-6249): Maurice does the 
Caribbean. Andy sez: not wacky, but Lukas thinks otherwise._ 


Pee Wee’s Big Adventure (Danny Elfman, 1985, Vardse VCD-76281): Elf- 
man does Rota. Coupled with Back to School on CD. 

Soapdish (Alan Silvestri. 1991, Varfesc Sarabande VSD-5322): tangos. 

What About Bob? (Miles Goodman, 1991): the composer tried to come up 
with “stupid" music. He succeeded. 

Lukas would also like to mention the themes to Danger: Diabolik (Ennio Morricone, 
1967) and The Omega Man (Ron Grainer. 1971) which he heard on that old POO LP. 
Andy would like mention Johnnie Spence’s music to the live-action Spider-Man pilot 
from the late ‘70s. starring Nicholas Hammond. We should also mention the ’70s classic 
Enter the Dragon (Lalo Schifrin). but are too much in awe of its heroics. 

Hey! You probably have favorite w'eird scores! Send a list to the Mail Bag! 
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CINEMUSIC 1996: SWISS-STYLE 
HOLLYWOOD GLAMOUR 



by ROBERT HOSHOWSKY 

Premieres screenings, retrospectives of the work of 
Europe’s finest film composers, and a surprise visit 
from legendary- actor Michael Caine were some of 
the highlights of this year’s Cincmusic, The Inter¬ 
national Music and Film Festival. Held in Gstaad, 
Switzerland from March 1 to 9, the second Cinc¬ 
music was attended by some of the world’s most 
famous film composers, including John “James 
Bond" Barry, Zhao Jiping, and Patrick Doyle, fresh 
from his latest project, Sense and Sensibility. 

Cincmusic started with the screening of Charlie 
Chaplin’s 1928 classic The Circus , complete with 
live accompaniment provided by American con¬ 
ductor Gillian Anderson. Later in the week, Ernst 
I.ubitsch’s silent film Carmen (1918) sprang to life 
with the help of a live score performed by the Basel 
Radio Symphony Orchestra, under the baton of 
Annin Brunner. Opening new films included Toy 
Story, Sense and Sensibility, Leaving l/is Vegas, 

Sun Valley, Devil in a Blue Dress, Cry, the Beloved 
Country and also The Scarlet tetter, complete with 
a visit from director Roland Joffc. 

Many of the people behind the films were there, in¬ 
cluding Sun Valley director He Ping, and the pro¬ 
ducers of Toy Story and Cry, the Beloved Country. 
American produccr/dircctor Margaret Smilow was 
also in Gstaad to film segments on Zhao Jiping for 
an upcoming documentary on the composer. 

Retrospectives paid homage to European film 
composers, including Switzerland’s Robert Blum, 
Italy’s Nino Rota, and 1996 Cincmusic Award 
Winner John Barry. Films scored by these greats 
were screened, including Chaplin, Out of Africa, 
Roma, Dances with Wolves, Gilberte de Courgenay, 
The Godfather, S‘/ 2 , The Tamarind Seed, Octopussy, 
Amarcord, Midnight Cowboy, Goldfinger, l/i 
Strada and The Colton Club. And just for kids, 
sound effects man and percussionist Yogo Pausch 
played along to the films of Buster Keaton. 

Round-table discussions included "Music in the 
Silent Movies," "Charlie Chaplin and the Silent 
Movies," and "The Future of Film Music Scoring," 
moderated by Jeannie Pool from the Society for the 
lYcscrvation of Film Music in Los Angeles. 

The Gala Award Night featured German songstress 
Ute lumper, who did a sultry cabaret-style show to 
the songs of Kurt Weill and others. The Cincmusic 
Award was presented to John Barry by his old pal 
Michael Caine; director Sydney Pollack {Out of 
Africa) later said a few words of congratulations via 
satellite hook-up from Los Angeles. This year’s 
I Icnry Mancini fellowship was presented to Mat¬ 
thias Zimmcrmann, an up-and-coming Swiss com¬ 
poser now based in Los Angeles. Mancini was one 
of the people behind Cincmusic, along with director 
Blake Edwards and his wife, musical star Julie An¬ 
drews, who also live in Gstaad. Most of the music 
for Edwards' films was composed by Mancini, who 
was involved in preparations for Cincmusic right 
until the end. Mancini's widow, Ginny, was also in 
attendance at the Gala Night, along with “Gold- 
finger” lyricist Leslie Bricusse, Jack Haley Jr., 
director Roman Polanski and his wife, Emmanuelle 
Seigncr, and producer Anant Singh. After the Gala, 
a talkative Michael Caine chatted with people at the 
door as they left the event. 

Congratulations to Cinemusic’s organizers for nine 
fun-filled days of glitz and glamour. See you next 
year! • 


Michael Caine’s Presentation Speech 

The 1996 Cine music Award was presented to John 
Barry by his old chum, Michael Caine (above left, 
photo by Lydia Tawelak). The following is Mr. 
Caine’s brief but touching speech at the second 
Cine music Award Gala Night held on 9 March 
1996. Mr. Caine flew to Gstaad direct from a four - 
month shoot in Miami just for the event: -RH 

If you’re a lucky actor, you make your first film. 
And if you're very, very lucky, you get a great 
composer to write it. I was very lucky. I made a 
film called Zulu, and the music was brilliant and 
helped to make the film a success. 

If you’re a slightly older actor, and you’re very, 
very, very- lucky, you get to star in a movie. And if 
you’re very lucky, you get a great composer, which 
was John Barry, and the film was The Ipcress File. 
If you’re very, very lucky, you have a great friend, 
and when suddenly things don’t go right, and you 
have nowhere to live, he puts you up in his flat for 
eight weeks. And that’s John Barry-. 

Looking back on it. the thought of having me as a 
house guest for eight weeks must have been an 
absolute nightmare. But for me. the first night was 
a nightmare. I'd just gone to bed. We’d been out to 
dinner, John and I and whoever—we were single at 
the time, both of us—I’d just gone to bed, and the 
piano started. It was one o’clock in the morning, 
and the piano kept on all night, and it just kept 
going, and I thought ‘To hell with this! I’ve got to 
find somewhere else to live." You know, you hear 
about these musical geniuses who sit up all night 
writing, and that’s how John was. 

At seven o’clock in the morning, I staggered out. I 
couldn’t sleep, so I decided to get up. And just 
sitting there, sweat pouring off him, much thinner 
than he is now. he [John] really reminded me of 
Franz Liszl I said to him. "What the hell were you 
doing all night?” And he said. “I’ve written this 
song." And I said, "What’s it called?” And he said 
"Goldfinger." And so I was the first person ever in 
the world to hear “Goldfinger." and ever to see how 
John Barry works. 

Once. I went to a rough cut of a Bond film, without 
the music on it, and I sat there. It’s a unique ex¬ 
perience to see a Bond film without any music. And 
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at the end of the film, I sat there and I thought, 
‘That's the end of the series. It stinks. It’s useless." 
And I hadn’t even realized there was no music on 
it—I just watched it. And then, of course, John puts 
the music on. and it works. If you could ever sec 
some of those great movies that you’ve seen with¬ 
out music on them, you’d think to yourself, “How 
the hell docs anybody ever think they'd be a suc¬ 
cess? It’s rubbish." I'm not saying the Bonds are 
rubbish; they’re quite well-made films. What I’m 
trying to say is that the importance of music on a 
film is quite extraordinary. 

Think back on all the hit movies that you can think 
of. Practically every single one will have some 
song or a piece of music associated with it. I just 
wanted to point out the importance of the film 
composer. When I finish a film, the last thing I say 
to the director with my dying breath at the end of 
the picture party is, "And who is going to write the 
music?" And if he’ll say "My sister-in-law," I 
know we're dead. 

The importance of music, especially to someone 
like me. who has no real musical talent whatsoever. 
But I adore music, and I adore film music, and the 
importance of music in films—and the importance 
of this festival —which is concentrated on this 
really important side, and neglected side, and such 
an important side as film music, is really incredible. 

The reason I’m here is not just because I'm great 
friends with John Barry, which of course I am. and 
have been for a long, long period of time... It’s 
because I think that John Barry is one of the great¬ 
est movie music composes in the history of the 
movies. I just got off a plane from Miami... I wasn’t 
about to arrive here and give an award to someone 
who I didn’t think was great. I’ll tell you that! 

The problem with John is that John is very retiring, 
very quiet, very shy. He’s not a big man. and so 
when you see him, he doesn’t sort of look great, so 
if you’re not very careful, you may miss the fact 
that you’re in the presence of a probable genius, 
and I don’t want you to do that, because I’m going 
to invite him up here not to take this award. This is 
probably the first time in the history of awards that 
the award is heavier than the person receiving it. 

Ladies and gentlemen, don’t be fooled, this is a 
great, great man—John Barry. • 




ZHAO JIPING 


Article by ROBERT HOSHOWSKY 
Photo by LYDIA PAWELAK 

In the not-so-distant past, only a handful of Chinese 
films made it to the West, and those that did were 
usually screened in “art-house" theaters for dedi¬ 
cated lovers of Chinese melodramas and action 
flicks. 

Fortunately, films from the People’s Republic of 
China arc on the rise in North America. Directors 
like John Woo. renowned for his Madc-in-China 
flicks Hard-Boiled and The Killer, arc now working 
with major Hollywood talent like Jcan-Claude Van 
Damme, John Travolta and Christian Slater in films 
like Hard Target and Broken Arrow. But there is 
another reason Chinese films arc becoming more 
popular worldwide, and that reason is the music. 

While the name Zhao Jiping may not be overly 
familiar, the work of China’s top film composer has 
been heard in some of the country’s most popular 
films of the past decade. His scores include the 
modem classics Ju Dou, Raise the Red lantern and 
Farewell My Concubine. He has written the music 
for three films by renegade director He Ping; the 
latest is Sun Valley, a gripping Chinese western. 
Without Zhao’s help, it seems unlikely that these 
and many other Chinese films would have become 
as celebrated as they arc today. 

Zhao Jiping and He Ping were recently in Gstaad, 
Switzerland for Cincmusic, The International Mu¬ 
sic and Film Festival, to attend the premiere of Sun 
Valley. While in Gstaad, American director Mar¬ 
garet Smilow shot footage of Mr. Jiping for an 
upcoming documentary on this popular Chinese 
composer. 

Both Zhao Jiping and He Ping arc key figures in the 
so-called Fifth Generation of Chinese filmmakers, 
which also includes directors Chen Kaige ( Farewell 
My Concubine) and Zhang Yimou (Ju Dou, Raise 
the Red lantern). 

Bom the fourth of seven brothers, Zhao Jiping was 
raised in the ancient city of Xi’an in central China. 
His exposure to culture came at an early age from 
his father, a humble painter who encouraged his 
musical abilities—and paid for piano and compo¬ 
sition lessons. 


“My connection to visual aits developed when I 
saw my father painting." said Mr. Jiping, 51. “I saw 
music in his paintings." The young Zhao graduated 
at the same time as the Cultural Revolution began 
in the mid-‘60s. Despite the chaos, the talented 
young man—who was capable of both writing and 
conducting music—was accepted by the Shaanxi 
Academy of Opera Research to write model operas. 
It gave him the experience and inspiration he need¬ 
ed for his later work in films. 

'The opera is distinguished by a wealth of musical 
traditions." said Mr. Jiping, who taught at the 
Academy for 21 years. “Many folk musicians 
attended the Academy, and so I was able to adopt 
many elements of their music." 

Equally adept at folk music harmonies and or¬ 
chestral compositions. Mr. Jiping believes a film 
composer must be like a painter, able to adjust his 
palette to the demands of each film. 

“A great deal depends on his own response to the 
material, but the composer must also allow himself 
to be guided by the director’s ideas. Only in orches¬ 
tral works can you really express yourself, free of 
all obligations to others." 

In his music for Ju Dou, Mr. Jiping used the xun. 
the oldest Chinese instrument. Made of clay, the 
xun is extremely difficult to play, since it is almost 
impossible to create mote than one note with one 
breath. By choosing the xun, he helped to create an 
effect that “simultaneously expresses sexual long¬ 
ing and sadness and an otherworldly melancholy." 
He used the same instrument in Farewell My 
Concubine, but managed to create a completely 
different feeling. 

To Mr. Jiping. movie music Js all about feelings. 
Unlike some of his counterparts in the West, Mr. 
Jiping rarely uses synthesized music, preferring 
instead to use traditional and period Chinese wind, 
string, brass, plucked, and percussion instruments. 

“For Red Firecracker, Green Firecracker, I used 
Chinese flutes to bring out an emotional expression 
of what the characters were going through," he 
said. "Chinese music is not so formulistic as Wes¬ 
tern music, and is much more systematic." 

Nevertheless. Mr. Jiping admits there remains a 
strong Western musical presence in Chinese films, 
inspired by Hollywood Golden Age composers like 


Max Steiner and Franz Waxman. “But we in China 
are now trying to create music which is distinct in 
its composition,” said the soft-spoken composer. 

Using whatever instrumentation he deems appropri¬ 
ate has earned Mr. Jiping the respect of China's 
greatest modem directors. For Sun Valley, a wild 
story with a wild landscape, he used a symphony, 
chorus, instruments from Mongolia and the Tang 
Dynasty to create an equally untamed score. 

“Zhao is always trying to get the most original 
sound." said director He Ping. “We work together, 
and decide on a creative viewpoint, and stay true to 
that idea from the beginning." Only in post-pro¬ 
duction do the pair see—and hear—how the music 
will turn out. 

“There are problems for composers to get into film 
music." said Mr. Jiping. 'The composer has to be 
able to communicate and understand what the film 
and director are try ing to express. In China, there 
are many great composers, but they might not be 
able to write for film." 

In fact, Mr. Jiping is as powerful a figure in China’s 
film industry as some directors. For the film The 
Emperor’s Song, he requested that one of only two 
surviving sets of 2,000-ycar-old bells be shipped to 
Bejing “to get an accurate sound." His request was 
granted. It was only the second time in history the 
bells were permitted to be moved. 

Still, every new film presents a fresh challenge. 

“I always try to find a new way of writing music 
with each film because each is a multi-layered work 
of art. with many different meanings and expres¬ 
sions." he said. ’The music has to express the 
theme of the film and becomes the leitmotif, and I 
try to integrate the music into the film. If you sepa¬ 
rate the music from the film neither would seem 
complete." • 

FILMOGRAPHY: ZHAO JIPING 

(Born August 20. 1945) 

The Yellow Earth. Farewell My Concubine. 

Ju Dou. Raise the Red Lantern. Red Sorghum, 
The Big Parade. Story of Qui Ju, To Live. 
Muting, Steel Meets Fire. Heart Strings, 

No Regrets About Youth. The Emperor’s 
Song. Red Firecracker. Green Firecracker. 

Five Girls on a Rope, Sun Valley. _ 


WANTED JERRY GOLDSMITH SCORES: 

CDs: Under Fire, The Boys from Brazil 
LP: The Swarm 

Any Available Recording: The Satan Bug 
Will pay fair price. 

For sale or trade: 

(Best offer over $20.00 each, postage included) 
Regarding Henry (Hans Zimmer) 

Cocoon: The Return (James Horner) 

The Killer Elite (Jerry Fielding) 

All are mint CDs but open. 

Alex Zambra, 5644 Lawndale, Houston TX 77023 

Phone (713) 921-1110* Fax (713) 921-5082 
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THE FUTURE 
OF FILM MUSIC 
SCORING 


by ROBERT HOSHOWSKY 

Recording music for films using the latest tech¬ 
nology has always been a big part of his job, but 
legendary composer John Barry maintains that the 
future of film scoring lies not in new gizmos, but in 
the past. 

“I am the least technological kind of guy in the 
world!" said Barry during a round-table discussion 
on the Future of Film Music Scoring at Cincmusic, 
the International Music and Film Festival held in 
Gstaad, Switzerland. "The future is, sit down and 
write terrific music." 

How technology affects the role of the composer 
today was just one of many topics covered during 
the lively discussion, which also touched on song- 
driven soundtracks, publication and preservation of 
film scores, ownership and rights, and concert per¬ 
formances of film music. 

Joining Barry were panelists Jack Haley, Jr., pro¬ 
ducer of That's Entertainment and organizer of the 
Academy Award night; VictorIVictoria lyricist Ixs- 
lic Bricussc; 1996 Henry Mancini Fellowship win¬ 
ner Matthias Zimmcrmann; and Anant Singh, pro¬ 
ducer of Sarafina! and Cry, the Beloved Country, a 
film scored by John Barry. The discussion was 
moderated by Jeannic Pool, representative from the 
Ix>s Angeles-based Society for the Preservation of 
Film Music. 


John Barry discussed several of his recent projects, 
including Across the Sea of Time. An epic in every 
way, it was filmed entirely in IMAX, a large-screen 
technology three 
times larger than 70 
mm systems, with 
an equally impres¬ 
sive sound system. 

"It’s not only an 
IMAX formula, it’s 
also in 3-D, which 
makes it one of the 
most spectacular 
things you’ll ever 
see," said Barry. “Audicncc-mcmbcrs wear head¬ 
sets which resemble motorcycle helmets, and have 
four different channels in each earpiece." 


it 

Across The \ t i 

0>Man** ?•<«••• »••••■•*•• 


Although an impressive film, recording the sound¬ 
track for Across the Sea of Time was no different 
than any other. Barry and long-time engineer 
Shawn Murphy met with representatives from 
IMAX sound in London, and expected to find a 
studio jammed with dozens of microphones and 
other equipment. 


"When we went into EMI Studio 1, there was one 
microphone," said Barry. “It was shaped like a hu¬ 
man head with microphone ears, and very fine little 
microphones set in various places, and that was it,” 
said Barry. “The purity and the quality of the sound 
is miraculous, but in terms of the composer’s func¬ 
tion, not one thing had changed at all. As the com¬ 
poser, I sit down at the piano and I write. So as far 
as I'm concerned, technology is in other people’s 
hands.” 


Still, Barry couldn’t resist taking a peek in the 
IMAX projection room. ‘They were all wearing 



John Barry; photo by Lydia Pawelak 

white, like doctors," he said. "Most projection 
rooms have things like Playboy and Penthouse 
around, old tins and rude remarks; this was like the 
most immaculate hospital room you’ve ever seen. I 
thought I was going to be operated on." 



directors, responsible for creating their own music 
for a movie, and selecting appropriate music from 
other artists. John Barry did this very early on with 
1969’s Midnight Cowboy, by incorporating Harry 
Nilsson’s tune “Everybody’s Talking" into the 
score. For the period piece Peggy Sue Got Married, 
Barry used his mu¬ 
sic and songs rem¬ 
iniscent of the era. 

‘The selection of 
songs is so im¬ 
portant," said Jack 
Haley, Jr. “In 
Sleepless in Seattle, 
there’s a whole 
generation that 
never heard Jimmy 
Durante sing before. But contemporary movies 
demand a contemporary soundtrack, like The Body¬ 
guard. It’s a Whitney Houston movie, and you’ve 
got to have her songs in it." Existing music is often 
used to create a “temp track" to a film, which helps 
give the director a musical focus. Sometimes a 
temp track is kept in the final film, which happened 
with Cry, the Beloved Country, when Barry and 
producer Avant Singh decided to keep a song by 




Enya in the film. “It demonstrates the combination 
of score and song in a film," said Singh. 


Who’s Right? 


It was a great improvement from the time Barry did 
his first film-score recordings at MGM studios, 
where "the microphones were enormous, and the 
sound was disgusting. It was really like cotton 
wool; there was no definition." 

Song-Driven Scores 

While panelists agreed that technology—as far as 
improving the quality of the recording, is positive — 
another hot topic was the increasing number of 
song-driven scores. Leslie Bricussc. renowned for 
penning the lyrics to songs like “Goldfingcr." said 
that songs used to be written for a specific film. 
Today, music deals arc made before the script is 
finished, and often the lyrics have nothing to do 
with what’s being seen on the screen. 

‘The songs aren’t performed as songs, as they are 
in the Disney films," said Bricussc. “they arc part 
of the background. John [BarryJ was talking about 
Sleepless in Seattle earlier, which 1 think was one 
of the better song-driven pieces. I felt that the 
moods and the recordings were appropriate to the 
story. By contrast. I felt what happened in Warren 
Beatty’s Love Affair, which was ill-timed after 
Sleepless in Seattle — the choice of songs was hor¬ 
rendous in that and really intruded." 

‘That’s Warren's taste," interrupted BarTy. 

Bricussc liked the way Bruce Springsteen's song 
"Streets of Philadelphia" was used in the film 
Philadelphia, and cited Woody Allen as a director 
who picks songs appropriate to the New York 
atmosphere. 

Even with his many years in the movie business, 
Bricusse still gets shortchanged. Several years ago, 
he and Henry Mancini worked on a project called 
Santa Claus: The Movie, and were asked to write 
half a dozen songs. 

‘The famous Superman people, the Salkind bandits, 
made a deal with EMI to help them finish financing 
the movie, and instead of some of the lovely cues 
that Hank had prepared, they slotted in some EMI 
songs that they had agreed to use," said Bricusse. 

Today, many film composers have become music 
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On the subject of copyright for composers and lyri¬ 
cists. panelists were extremely vocal. Years ago, 
studios owned all the music, including publishing 
rights. But a few composers like Henry Mancini 
kept some of the rights, and turned over copies of 
scores to the studio, and kept the original sketches, 
notes and orchestrations. The reason wasn't just 
financial, it was archival: studios often didn’t take 
proper care of scores, and many were lost forever 
through poor storage or outright neglect. 

Hollywood studios today arc finally smartening up. 
and realize there’s money to be made from old film 
scores. The Society for the Preservation of Film 
Music is negotiating the first series of full orches¬ 
trations for some classic film scores. “Hank owned 
25% of ‘Moon River,' and Johnny Mercer 25%,’’ 
said Bricussc. "but he (Mancini] negotiated 50% of 
the publishing of the Pink Panther theme, which 
has been used in nine movies, 86 commercials, 
three TV scries, and has earned probably a larger 
income than most Third World countries." Even 
young composers like Sense and Sensibility's 
Patrick Doyle arc negotiating the right for their mu¬ 
sic to be performed by orchestras immediately on 
the film’s release. In the past, there were enormous 
time lags between the release date and the availa¬ 
bility of some or all of the score for public perfor¬ 
mances. It is not uncommon today for film com¬ 
posers to have their work conducted by others. A 
company called Themes and Variations, run by 
John Waxman. son of the legendary composer 
Franz Waxman, provides film-music scores and 
parts for orchestras to perform all over the world, 
including the music of John Barry. (See the concert 
list this issue for a schedule of some of these per¬ 
formances. -LK] 

“I have a whole two-hour concert I’ve arranged and 
orchestrated myself," said Barry. • 


Next Issue: John Barry Interviewed! A tran¬ 
script of Barry’s Cinemusic press conference 
interview, moderated by Jeannie Pool, plus 
Robert Hoshowsky’s own exclusive one-on- 
one talk with the composer._ 


What’s Wrong With This Picture? 


Action Scores in the ‘90s 


by DOUG ADAMS 


“Ours is a culture based on 

excess, on overproduction; the result is a steady 
loss of sharpness in our sensory experience. All the 
conditions of modern life—its material plenitude, 
its sheer crowdedness—conjoin to dull our sensory 
faculties. ” -Susan Sonlag 


“Moderation is a fatal thing... 


Nothing succeeds like excess." -Oscar Wilde 


Success has ils repercussions. During and prior to 
the early 1970s action films were considered to be 
as fecund a creative ground as any other for film¬ 
makers. 1 The stigma of the silly, juvenile action 
film did not exist Sure, action films were often 
dumb, but this was not equated with them as a 
genre. Dramas were often dumb too. If anything, it 
was the subgenres of action films—the monster 
movie and the disaster film, for example—that 
were looked down upon by some. In 1975, Jaws 
taught Hollywood that action films could make 
more money than they ever thought possible. By 
the advent of Star Wars, producers had thoroughly 
whetted their appetites for yet unseen profits, and it 
fell to the action film to appease that hunger. At 
this point, these films began to be conceived of as 
corporate products rather than artistic ventures. 


But, we know all of this. We’ve been told time and 
time again how Jaws and Star Wars changed the 
face of movie going, but so what? Things always 
change. Action films would be different today than 
in the '70s even if Jaws and Star Wars hadn’t come 
along. What really matters is that these were the 
two films which changed everything. These were 
two very well made movies. The characters rang 
true, the stories held together, the production values 
excelled, etc. It just so happened that each told its 
story on a larger level than audiences were accus¬ 
tomed to. In Hollywood ’s eyes, this spectacle 
quality was what put them over the top. Producers 
figured that if X number of explosions and stunts 
worked for Jaws, then X 2 number of stunts should 
pull in even more money. And, of course, they were 
right. As films have adopted bigger-is-better atti¬ 
tudes, ticket sales have soared. Whereas Jaws’ huge 
dollar draw was once seen as impossible, we now 
have a new all-time money-earning champ every' 
few years or so. Quality, however (and as a direct 
result), has taken a turn for the worse. Today, high- 
quality action films arc the exception. Body counts 
and carnage have replaced dramatic cohesion as the 
soul of these movies. Characters arc purposely 
sketchy caricatures, lest they distract us from the 
special effects or slow the breakneck pacing. 

Action films have become exercises in sensory 
experiences, not storytelling. After all, the film¬ 
makers have to work hard to keep their films 
packed with more special effects, CGI monsters, 
and car chases than their predecessors. Who can 
waste time on storytelling? Good storytelling 
almost never cams as much money as good explo¬ 
sions. It's just smart business. Financial advisors 
arc probably thrilled, but much of the audience 
laments the bygone era. 


Certainly, bad films cannot be accused of gener¬ 
ating bad film music. There have been all sorts of 
precedents set for lousy films harboring outstanding 
scores. However, I would argue that action scores 
have devalued along with action films—maybe not 
because of the ineptitude of the films, but because 
of the shift in aesthetics. Again, these films want to 
make money (many need to in order to justify their 
ever-expanding budgets) and “biggcr-is-better" 
applies to all aspects of the film. Every scene needs 
to exhilarate to survive. The filmmakers have been 
mainlining us adrenaline for so long that they can 
now only provoke a response by upping the dosage. 
Therefore, in their eyes, film music needs to be 
gigantic sweeps of immediately digestible non¬ 
substance. It cannot challenge—to add to a scene 
would be to distract—so it must be redundant, but 
redundant to the nth degree. (Notice how the phrase 
"redundant to the nth degree’* is itself redundant.) It 
should not only tell us exactly how the scene wants 
us to feel, but it must make us feel it more than we 
ever have before. Under these demands it’s amaz¬ 
ing that film music can survive, much less thrive. 

Yet, though it may be surviving, is action scoring 
really at the highest level it can be today? Yes. 
composers have a hard time now. but they always 
have had obstacles to overcome, and by all signs 
they always will. It is up to composers to do the 
best they can with whatever they Ve got and. in 
general, it just docsn't seem that they’re doing that 
today. Undoubtedly it's difficult to pour one’s ef¬ 
forts into a fundamentally flawed picture, but music 
is the one element that can shape the way the film 
plays. It ranks. I believe, above even acting in this 
regard. I thought Nicholas Cage gave a nice perfor¬ 
mance in The Rock this summer, but it certainly 
didn't influence the rest of the film. Music can raise 
the level of an inferior picture a few notches. It 
obviously can’t save any film, but it can alter the 
audiences’ perception of a film as a whole and as 
individual scenes by shaping them, coloring them, 
and lending them some complexity. 2 This is where 
action film scoring is lacking today. It is all too 
content to stoop to the gut-level aspirations of most 
action movies. Don't believe me? Let’s examine 
some of the films from the past few months to sec 
what was and what might have been. 

Preamble: Before we continue I should clarify a 
few points. First, although this article may not seem 
to overtly take into account the directors’, produc¬ 
ers’, etc. demands on the composer, they are inher¬ 
ent in all comments. It may seem as if I’m laying 
the entire blame on the composers, but I’m not. 

Since the scoring process has often rotted so far 
down the chain of command. I will resist continu¬ 
ally noting that composers are often asked for banal 
music. All critiques are aimed at the scoring pro¬ 
cess as a whole—from directors’ requests to com¬ 
posers ’ executions. Second, none of these critiques 
are aimed at composers nor others as human beings, 
only as professionals. Third, all opinions expressed 
herein are mine and mine alone. I do not intend to 
offend anyone with this piece, though, inevitably, 
that will be the result This article will examine 
what I. personally, feel to be the receding quality of 
today’s action scores and in doing so, I am apt to 
step on some toes. I really don't expect anyone to 
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fully agree with everything I write—even I proba¬ 
bly won't within a few months—but I do hope that 
it will stimulate some thought. I would really love 
to sec the number of people who listen or compose 
on auto-pilot reduce. Nevertheless... 


Action films, by their nature, tell stories. Action in 
film involves some sort of constant motion via set 
pieces or chases or the likes. These elements are 
best suited to carry a plot because they arc basically 
about extroverted occurrences—big things happen¬ 
ing. I can’t imagine an action film that is essentially 
a character study or a mood piece because action 
docs not lend itself to such intimate studies. The 
best action films have well-developed character in 
them, but this is so that the story has a direct bear¬ 
ing on someone we grow to care about. There may 
be some action films that place the subtext of the 
picture above the story in importance —the loss of 
humanity in the future society of THX-1138, per¬ 
haps—but the success of this technique is depen¬ 
dent upon a functional storyline establishing a high¬ 
er relevance. By the same token. I can't think of 
any action scores which don’t intend to contribute 
to the story in some way. Even the action elements 
in Jerry’ Goldsmith’s great score to Alien (often 
characterized as a psychological action film 3 ), 
which mainly reinforce the fear and claustrophobia, 
follow and enhance the story of the film. Any good 
story has high points and low points. This is a sim¬ 
ple role of drama. Internal change is a simple rule 
of how to keep anything interesting, really. Even 
something like minimalist music has a rate of 
change, albeit an extremely slow one. But, this is 
intended to heighten our awareness of the minute 
changes which do happen at a more standard rate. 
Nevertheless, I think one of the main problems ac¬ 
tion film scores face today is that they aim to affect 
the audience within the boundaries of each scene, 
but seldom within the framework of the entire 
story. This is in direct compliance with the corpo¬ 
rate demands detailed above, but that can’t really 
mask the fact that it ends up hurting the films be¬ 
cause it destroys internal change. Every cue hovers 
around one level of effectiveness—usually as emo¬ 
tional as is possible or as kinetic as is possible—but 
the sum is far less than the total of its parts. These 
scores seek to add to the “roller coaster ride" side 
of action movies, but they do nothing for the story. 


Notice how John Williams’s Superman, the high 
end of our spectrum, tells its story in long-form. 
The beginning portion of the score has its outer 




Dennis Quaid and CGI friend in Dragonhaart, scored by Randy Edelman. Every scene was treated 
musically as a moment of supreme importance, to the detriment of the story as a whole. 


space-cxpansivc fanfares and otherworldly elec¬ 
tronics. This section reaches its height at the 
destruction of Krypton and Superbaby’s flight to 
Earth. Clark Kent's rural childhood is scored with 
simpler harmonies for the down-home American 
feel until Clark finds/crcates his Fortress of Soli¬ 
tude and the music opens up again. Enter Superman 
and Metropolis. The music becomes a bit larger for 
the rescues and acts of derring-do. The love theme 
develops from fragments. The villains earn a comic 
march. Eventually, we come down to the final 
rocket chase and time-reversal scenes and the mu¬ 
sic sweeps and jostles like nowhere before. Sure, 
there were some heart-pumping action cues before, 
but here they're expanded on and extended so we 
know that we've arrived at the climax of the film. 
There's a logical progression to every element of 
the Superman score. If the film had hit the same cli¬ 
mactic crescendos for the scene where the Kry pton 
villains are imprisoned, for the destruction of the 
planet, for the journey to Earth, for Pa Kent's death, 
for the Fortress of Solitude, for the helicopter 
rescue, for the lovc/flight scene, and so on, how 
impressive would the finale have been? Our ears 
would have gotten so tired of the surplus music that 
they would have simply separated it from the film. 
Thankfully, we'll always have Superman the way it 
is, but not every film is so lucky. 

Summer action films began this year with Twister. 
director Jan DcBont’s homage to inclement weather 
and stock characters. Scoring chores went to Mark 
Mancina, who, to his credit, managed to not totally 


reprise his work on Speed. The score was peppered 
with a couple of well-written Copland-as-Amcri- 
cana cues, but in a film about tornadoes you've got 
to have some ominous music. This is where the 
trouble began. In spite of being through-composed 
(i.e. not much motivic material is developed), we 
get a lot of mostly interchangeable cues. My mem¬ 
ory renders it a mash of slippery, chromatic choral 
cues and chase music from the "big drums and 
minor chords" school of thought. Now, Twister's 
score was not dealing with some intangible subtext, 
it was meant to enhance the film’s storytelling. This 
means that it had to have some sort of linear cohe¬ 
sion to it. One cue is not film music, just as one 
movement is not a symphony. 4 The film score, too. 
is a large-form work, because it occurs and devel¬ 
ops over the frame of the film. Twenty-five excel - 
lent cues do not make an excellent score. They 
must have an internal consistency and an overall 
shape. Twister had a lot of spooky music and a lot 
of running-and-driving fast music, but any cue 
could have been picked up and dropped anywhere 
else in the film without changing anything but the 
timing. This is another result of filmmakers* de¬ 
mand that each scene be trailer-worthy on its own. 
We end up with exactly what they give us—a string 
of similarly effective scenes which do not gel into 
one flow. Even if the film is made up of structurally 
identical storm scenes, couldn't cadi one be scored 
differently? This would have even lent the film a 
linear story arc it didn’t provide itself with. Not 
every storm has to be ominous. Make one of them 
more light-hearted —perhaps an airy cue suggesting 
the exhilaration these storm chasers felt when in 
their element, but without distracting from the ob¬ 
vious (and therefore not superfluously reinforced) 


danger. Make the scary cues different—why not 
one entirely choral and one entirely orchestral 
readings of similar material? Listen to the different 
ways John Williams scored all the "shark attacks 
the boat" scenes in Jaws. Some arc thrilling high- 
seas adventure, some are deadly serious, and some 
arc threateningly imperative. The shark theme is 
almost always the same double-bass motif, but it is 
worked into each cue differently so the familiarity 
docs not beget tiresome repetition. Perhaps even 
one of the Twister storms (maybe the one right 
before the F5?) could have been left unscorcd. 

remembering that the au¬ 
dience has to listen to the 
entire film in two hours 
and not in the weeks that 
it's composed in. 

A lot of action films fall 
prey to the affliction of 
sameness. In James Homer's Jumanji, the opening 
scene where the two boys bury the game was given 
the same level of dramatic impact as when the 
house split in two. or when the lion appeared, or 
when Robin Williams entered. John Dcbncy’s Cut¬ 
throat Island seems to level out at the same car- 
splitting volume throughout the entire film. None of 
these scores observe an overall dramatic arc. Every 
chase scene is creating and releasing unrelated bits 
of tension. Every love scene is building to the same 
gushing climax. There are no moments of reflec¬ 
tion. introspection, or melancholy. There exists a 
theory known as the rule of the Golden Section. 
Roughly paraphrased, this theory states that just un¬ 
der two-thirds (0.618034... and so on) 5 of the way 
through anything there is some significant occur¬ 
rence. The idea is that those things which humans 
naturally find appealing or stereotypical I y beautiful 
arc most likely to adhere to these guidelines. Much 
of nature adheres to this rule. Many flowers have 
their largest leaves about two-thirds of the way up 
their total height Multiply a human's height by 
.618 and you’ll often find the waist The eyes arc 
approximately two-thirds of the way up the human 
face, the heart two-thirds of the way up the torso. 

I luman-made art often follows these rules as well. 
Debussy was a strong believer in the Golden Sec¬ 
tion and structured his works accordingly. Stravin¬ 
sky’s Rite of Spring has some elements of the GS 
in its construction. Alien's climatic cat-and-mouse 
chase begins at roughly around this ratio, as does 
Star Wars’ trench battle. Of course, many, many 
quality natural and human-made works of art don't 
follow this theory, but it can at least be seen as the 
antithesis to the 1990s thrill-a-minute action music 
in that it is constantly keeping one eye on the over¬ 
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all arc of the finished product. 6 How many action 
film cues are written to be digested in the course of 
an entire film and how many arc written with hopes 
of inclusion on the year-end "Best of 199X" CD? 
Even a film like Waterworld comes close to Golden 
Section dimensions (well, kind of close) with the 
final Smokers battlc/rcscue coming around the 
Section. Why, then, is all of the action scored as 
dramatically identical trouble-victory, trouble- 
victory. trouble-victory scenarios? They're not 
stepping stones to a significant occurrence, they're 
action music vignettes. However, each individual 
action scene has an internal consistency that comes 
close to GS proportions. Could James Newton 
Howard have stepped far enough back to see the 
full picture? 

I-ook at l^alo Schifrin's Bullitt (1968), a crime film 
with some strong leanings toward action. Some 
may consider the small amount of music in the film 
a score in miniature. As always, I consider the en¬ 
tire film to be scored; it's just that some cues con¬ 
sist entirely of silence. Viewed this way we can see 
the great shape Schifrin drew. He only used audible 
music occasionally because he didn’t want us to be 
affected on a moment-to-moment basis, but rather 
by the entire film—macro structure versus micro 
structure. Maybe it's not a brilliant film or score. 



Steve McQueen and Jacqueline Biseet In Bullitt 
(1968). A box-office "action" hit in its time, the 


picture is actually quite leisurely paced and 
naturalistic by today's standards; Lalo Schifrin's 
classic score is likewise astonishingly sparse. 


One of the main problems action film scores face 
today is that they aim to affect the audience 
within the boundaries of each scene, but seldom 
within the framework of the entire story. 



Top: Soan Connory and Nicholas Cage in The Rock, horribly 
overocored by Hana Zimmer and hie Media Ventures staff. Above: 
Sylvester Stallone (five-foot-nlne with boots) strikes a familiar pose 
In lost year’s Judge Dredd, loudly scored by Alan Silvestrl. 


but it’s a great example of how music can 
be effective without the orchestra blather¬ 
ing away in every scene. Herrmann used 
silence brilliantly in North by Northwest 
for the crop-duster sequence. John Willi¬ 
ams also used great silent cues in Return 
of the Jedi (the speeder bike chase) and 
Raiders of the Ix>sl Ark (the bar fight). 

Again, these scenes placed elsewhere in 
the film could very well have sustained 
music. Mr. Williams, however, was more 
concerned that he leave room to express 
himself when it was truly relevant. 

And establishing relevance seems to be 
another unmet challenge of today’s action 
scores. Randy Edclman’s Dragonheart 
was a sweeping, swashbuckling epic, but 
everything swept, swashed, and buckled 
with the same kind of overwrought ear¬ 
nestness. Within the first ten minutes of 
the film there is a truly momentous occa¬ 
sion: the dragon gives the young king 
half of his heart so that he can survive his 
wounds. This creates a cunent which 
runs under the entire film and, ultimately, 
dictates its conclusion. Why then arc the 
preceding scenes of the young king-to-be 
and Dennis Quaid sparring, the arrival of 
the then-present king, and the peasant 
battle scored with the same pomp and cir¬ 
cumstance? Sure, each cue is composed 
differently (sword match: cheerful winds, 
arrival: murky drones, battle: thudding 
action music, heart: chorale style strings), 
but they arc all dealt the same hand- 
wringing... uh, super-sincerity. It seems a 
bizarre criticism, but don’t sell so strong¬ 
ly those plot elements which arc ornamental. I .cave 
them alone, don’t make them work so voraciously. 
The heart scene was probably scored well, but our 
cars were so accustomed to a large orchestral back¬ 
drop that it couldn't have mattered less. We just 
eventually tunc it out; we may hear it, but we’re no 
longer listening. 

Team Zimmer’s The Rock fell victim to this even 
harder. The Rock was like a 1980s action score on 
steroids. Everything was The Big Moment. Watch 
the scene directly preceding the attack on Alcatraz 
where Sean Connery is reunited with his daughter. 
The attack on Alcatraz is the crux of the movie, 
right? This is where the main plot really settles in 
and begins to chum away. Then why arc our ears 
bombarded by histrionical trumpet strains during 
the reunion scene? This scene is not important to 
the real plot. It's not even a sub-plot. It exists to A) 
put something in between the macho car chase and 
the macho attack on the island and B) have a goal 
and therefore an excuse for the car chase. Now this 
could have been a minor quibble, but every scene in 
The Rock is scored this way. It reminds me a bit of 
the Gill-Man motif from Creature from the Black 
Ixigoon. Overall, Black Ixigoon has a fine score, 
but at times it leans on its crutch a little too hard. 
The creature motif seems to pop up in fortissimo, 
flutter-tongued trumpet almost every time we see 
the creature for the first two-thirds of the film. Not 
only does this become aurally repetitive, but it tries 
to fill the same narrative purpose over and over- 
shock, fear, panic. Maybe in \954 the sight of the 
cutting-edge rubber costume was enough to warrant 
this response several times. I’m not sure. As it 
plays today, however, it feels like insistent urging 
to be scared. In the story, this really doesn’t tell us 
anything because there's no ranking of importance, 
even in terms of fear. Shouldn't it be more frighten¬ 


ing to sec the Gill-Man attacking the heroine than 
to sec the distant reflection of his face? There arc 
some variations on this motif, of course, as well as 
some very nice cues where it’s somewhat inter¬ 
woven in the orchestration, but this one color just 
shows up too much. It stops telling us anything. 

The Rock's score affected every- scene this way. 
There was so much music—and such slushy, overly 
emotional music—that it eventually canceled itself 
out. Which scenes arc really important to the plot? 

It should be obvious, but thomusic keeps telling us 
that everything is absolutely crucial. It's an unin¬ 
tentional. all-encompassing red herring of a score. 
The Ritalin-deprived direction and photography 
alonc should have dictated less score throughout. 
The film was already visually screaming at us; the 
music was almost redundant as a rule. (At least in a 
rock video, where techniques used in The Rock 
originated, the “movie” is only three minutes long, 
and the music is a self-contained song to which the 
narrative, if any. is subservient.) Every thing ends 
up coming across as an unfocused swirl of images 
and sounds, where all we can do is sit back and 
marvel at what a lovely shade of blue it all is. 

I would loved to have seen The Rock scored like a 
more sparse version of Planet of the Apes, where 
Jerry Goldsmith wasn’t so much try ing to say- 
something about this film or try ing to sell it to us. 
He was creating a soundscapc for it to occur in. I 
wish there was a less new-agey way to describe it. 
He wasn’t just putting a shine on the completed 
film. The music functions below the surface of the 
story, strengthening the fabric through which the 
story was woven by dealing more in depth with the 
film —the barren landscapes, the unfamiliar social 
order. Now I don’t know how in depth one could 
have gone with The Rock, but look at The Taking of 
Pelham One Two Three, which is in a similar bad 


guy/good guy genre. David Shire never 
really has to say anything about the 
film’s ingredients cither. He doesn't try 
to remind us that the terrorists are nasty 
and that the transit cops arc clever. In 
fact, it could be argued that most of Pel- 
ham's music goes to the attitude of the 
setting: New York in the ‘70s. The Rock 
really could have benefited from a more 
oblique approach, and a lot less music. 

Alan Silvestri’s Judge Dredd was a rea¬ 
sonably well done Neo-Romantic style 
score, but there was simply too much 
music in the wrong places. The story was 
so juvenile and muddled that the music 
really would have served it better if it had 
only been used in the most necessary 
places. The entire Sylvester Stallone and 
the photocopier guy go to the desert plot, 
for instance, was mostly- a time-killer and 
excuse for a set change and special ef¬ 
fects. I know that it supposedly set up the 
theme of retribution, but wasn't Dredd’s 
fall from power supposed to do that? 
Were the filmmakers being gluttonous or 
didn't they trust their audiences? It would 
have been very interesting to sec Silvcstri 
use a sparse and modernistic style of 
scoring throughout this entire section in 
contrast to the hustle and bustle of the 
pumped-up city music. Something in the 
style of his Predator would have been 
better. The desert plot just wasn't im¬ 
portant enough to warrant the same mag¬ 
nitude of scoring as the city plot. 

Last year’s Batman Forever has a great 
example of an incidental scene being overscorcd. 

At the end of the film we’ve just watched Tommy 
Ixc Jones fall to his death, we’ve just seen Batman 
rescue his psychiatrist and Robin, we’ve just seen 
Jim Carrey’s inexplicably simian forehead. Elliot 
Goldcnthal's music cascades down the chasm for 
Tommy. Robin, and Nicole. It explodes over Car¬ 
rey’s distorted vision of Batman. Now all is well. 
The Riddlcr will be placed into an insane asylum. 
The asylum establishing shot comes up and... the 
music swells and chums again. It’s like the Drag - 
onheart problem backwards. All the important stuff 
is done with, but the score keeps on telling us how 
momentous every thing is. After this we still get 
another crash when Jim Carrey docs his spiel, then 
yet again when Batman and Robin run in front of 
the bat-signal. 

Batman Forever definitely was several notches 
above cither Dragonheart or The Rock in that it 
was well composed music. Its theatrical flaws mean 
it wasn’t great film music, but it has a musical 
integrity and a cleverness that I find impossible to 
deny. 7 Orchestrations arc full-bodied and immense¬ 
ly colorful, thematic connections abound, and 
Goldcnthal's trademark eclecticism never fails to 
hold together. But, even as good music it wasn’t 
able to function as a great score. It’s often just too 
much for the bombastic picture and its multiple 
story peaks eventually render each other less effec¬ 
tive. Thus, we come to the more conceptual half of 
this article. Does cleverly composed music always 
make for better film scores? We’ve already estab¬ 
lished that good music doesn’t necessarily make 
good film music, but does it make better film mu¬ 
sic? Could Batman Forever have been better scored 
with worse music? Yes. it probably could have; 
however, in my opinion, if two films are scored 
equally as well dramatically, and one is brilliantly 
composed and one is illiterate drivel, the better 
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would I just be trying to 
convert others and tip 
the scales towards my 
own aesthetic choices? 
Ultimately, these are all 
futile pursuits and unan¬ 
swerable questions, only 
because—what can one 
base any answer on? But 
I can’t just sweep the 
issues under the rug if I 
wish to discuss the next 
point. I don’t believe 
that today’s action 
scores are, musically, at 
the same level as they 
once were. 

I did my civic duty this 
summer and saw Inde¬ 
pendence Day. Let’s 
start here on a positive 
note. I thought David 
Arnold did some nice 
things. I liked the pic¬ 
colo/field-drum setting 
of the theme which hint¬ 
ed at 4th of July folklore 
without saying anything 
directly about the film. I 
liked the way Arnold 
dealt with the mystique 
of American patriotism 
when he's actually from 
the country that lost the 
war that started on July 
4th. I thought it was 
interesting that the main 
theme didn’t really 
reveal itself until the (1 
think) July 4th logo 
came up on the screen. 
This showed that Arnold 
did actually have one 
eye on the overall story. 
The problem I had with 
the score is that it just 
wasn’t well enough 
composed as music. I 
thought that the action 
specifically 


composed music is the 
better film music. This 
may seem obvious, but 
the peripheral issues can 
get pretty tricky. Why 
should better music 
make for better film mu¬ 
sic? If two scores work 
equally well in the con¬ 
text of the film, what 
gives the better music 
the edge? And then 
there’s the issue of what 
“better" means, if any¬ 
thing. "Better" is always 
subjective, but there usu¬ 
ally seems to be a con¬ 
sensus at some level. I 
couldn’t imagine some¬ 
one arguing that, say, 

Golden Eye’s score is 
better than The Empire 
Strikes Back's. Is this the 
reign of popular opinion 
or arc there certain musi¬ 
cal gestures that arc in¬ 
herently more appealing 
to the human car? And if 
it's inherent in our hu¬ 
manity how do we ac¬ 
count for non-Wcstcm 
music? Japanese Noh 
dramas tell stories, but 
American pop culture 
doesn't exactly embrace 
them as naturally appeal¬ 
ing. "Good" may be a 
learned critique, but per¬ 
haps there arc elements 
of every culture’s music 
that somehow speak 
more directly to the hu¬ 
man psyche or soul or 
whatever. Maybe the 
culture we grow up in 
teaches us to refine our 
listening skills as they 
pertain to our culture’s 
music—from American 
pop to African master 
drummers. If we grow 
up in a culture where a 
certain music is not pre¬ 
sent. it's possible that we 
don't develop an internal 
assessment structure for 
evaluating it. 

Ultimately, the issue of 
good music in film 
comes down to the fact 
that film music, a subor¬ 
dinate art form or not, 
cannot deny its heritage. Why docs brilliant coun¬ 
terpoint in film music work better than mediocre 
counterpoint (assuming they both support the story 
equally as well)? 8 Because film music is still music. 
I think, perhaps, film-music criticism mainly differs 
from concert-music criticism in the macro structure 
level. Concert pieces have proscribed forms and 
film scores must, to a degree, follow the film. This 
is why a lot of good film music doesn’t work in the 
concert hall. On the detail-level, interesting compo¬ 
sition is always judged the same. Film music has a 
few more gauges than concert—you can’t bury the 
dialogue, you must avoid sound effects, you must 
find or create some relevance with the scene—but 


A Good Action Score/Bad Action Score Cheat Sheet 

This article might seem contradictory: sometimes it seems to be saying it is good for a film score to be 
continuous throughout a picture, and sometimes it seems to criticize scores for being too uniform from 
cue to cue. The answer is that some aspects of a score should be focusing on the overall story, and some 
aspects should concentrate on variations from scene to scene. The following should break it down, 
focusing on one of the best event-movie scores ever, John Williams’s Superman (1978), and a typically 
schizophrenic and relatively inferior recent outing. James Newton Howard’s Waierworld (1995). 


Instrumental colors change through the course Instrumental colors change independently of 
if the film reflecting the story, but always with a narrative aspects of the film—scattershot, 
connection to what has come before. Electron- Colors have no bearing on one another 
^s for Krypton, pastoral woodwinds and strings and function independently, 
for Clark's childhood, and dissonant brass and T . m .. 

percussion lor the city add different colors to a ^ 

consistent orchestral palette instead of ‘ * 

continuallv redefinino it not change w,th the characters-simply pop 
continually reaenning it. up from tjm0 t0 tjme when th0 character js 

Thematic Development Evident present on screen. Most sequences get their 
Themes for Superman, love, villains, etc. own thematic material and don’t mesh with 
appear and change through the entire film in others. 

coordination with the story. Mu8ic ^ Ref|ec| Shape of story 

Music Reflects/Affects the Shape of Story Multiple action scenes scored with identical 
Multiple scenes of similar content (i.e. many attitudes and importance. Only affects the 
chase scenes) given different attitudes and shape of the film by making everything seem 
levels of importance. Music reaches its height monotonous. Music has no place to go for 
with final rocket chases and turning the Earth final rescue/discovery scenes. Doesn’t reflect 
back. Reflects Golden Section proportions. Golden Section proportions. 

Cues Musically Sound Cues Not Very Interesting Musically 

Interesting counterpoint, fine orchestrations, Orchestrations dully standard and thin, 
well-rounded, harmonically attractive themes, Themes/motifs sparse and uninvolving, 
etc. Cues make sense as music. Cues have little coherence as music. 

Music About "Who,” “Why,” and “Where” Music About “What” 

Music enhances settings, characters and their Cues about water, 
emotions and motivations. 


music was 

lacking in this respect. 
Almost every moment 
of action music had 
something of some mu¬ 
sical interest happening, 
but it was just a string of 
mainly unrelated ideas. 
Themes and motifs may 
pop up from time to 
time, but everything else 
felt like it was filler, just 
taking up space to avoid 

as far as musical attributes go, clever is clever. I’ve silence. Arnold thinks in very musical ways, and 
seen many state that film and concert music are there was always a kernel of interest in each bar, 
entirely different beasts, but I think that it may be but look at this sentence: Relinquish, epitome, re- 
more accurate to dub film music a subspecies of calcitrant, delectable, effervcsccntly. If I stack five 

sorts, obviously different, but still connected some- impressive-sounding words right next to each other, 

how. Taste, too. may factor into aesthetic judg- they arc rendered useless unless they have some 
ments. For example, I can’t deny that Steve Reich’s sort of bearing on one another. Read them with a 
“Come Out” 9 is a well-crafted piece, but it gives Shakespearean dialect. Now they sound pretty too, 
me a headache every time I hear it. I respect it, but I but they still have no meaning—no coherence. My 
don’t like it There’s so little that separates passable awkward point being, this is how Independence 
music from great music and yet, it’s such a large ar- Day’s score sounded to me. Musical ideas cannot 
tistic jump. I’m tempted to say that perhaps the fine sound like stream of consciousness outbursts. Why 
points of music should be taught to us at a young does this matter? Is this just a concert music criti- 
age so that more people can tell the difference. But cism applied to film music? No, I don’t think it is. 
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Top: Matthew Modine and Geena Davie in Cutthroat Island, ocored 
wall-to-wall by John Debney-the film actually loot more money 
than Watarworld. Above: Arnold Schwarzenegger In Eraser, al¬ 
though actually thla atill could be from any number of hia movlea. 
The film received the amorgaabord approach by Alan Silveetri. 


It's been said that the reason music is in a 
drama at all is that it shapes the proceed¬ 
ings somehow. It should seem obvious 
that in order for music to lend a story 
some shape, the music itself must have 
some discernible shape to begin with. If a 
cue just sounds like an unrelated string of 
undeveloped musical ideas, it can’t really 
say anything significant about anything 
else. This may go back to composing 
with longer forms in mind. Composing in 
short, detached musical ideas only shapes 
films into choppy little story blocks. 

Back in the 14- and 1500s, Monteverdi 
wrote madrigals which were composed 
without any one main theme. 10 But, even 
within each phrase small motives are de¬ 
veloped so that, while the music is con¬ 
stantly changing and following a predi¬ 
cated course, it maintains its own internal 
consistency. Monteverdi would often take 
just three or four notes and pass them 
around the voices, or set them in counter¬ 
point to each other, or extend or truncate 
them, or set them against different har¬ 
monics, etc., etc. In my opinion, this self- 
consistency is one quality of good music. 

You find it from Monteverdi to John 
Cage and everywhere in between and 
beyond. You find it in fine film music as 
well. Listen to Goldsmith’s Capricorn 
One. Goldsmith takes his one angular 
theme and spins variations off of it 
throughout the score. Rhythms arc al¬ 
tered, orchestrations change, and the 
mood switches from mildly threatening 
to immediately dangerous, so the music is 
always affecting the story differently. Ra¬ 
ther than giving cvciything its own theme, Gold¬ 
smith takes this one bit of material and makes it 
work so that we feel like each cue is another chap¬ 
ter of the same story. He also docs this in The Blue 
Max. Listen to the way the octatonic (based on an 
eight-note scale) theme from the retreat music is 
developed all throughout the cue. It’s like a scroll 
unfurling, constantly showing us something new 
about itself as different lines arc laid against the 
repeating melody. So, instead a stream of fancy, 
unrelated words we get a quality sentence. And 
instead of several showy sentences we get intelli¬ 
gent, well-rounded paragraphs. James Homer’s 
Star Trek // is also quite adept at shuffling its mo¬ 
tifs around to gain a continuity. 

I’m not saying that action scores should only have a 
handful of musical themes and ideas which are con¬ 
stantly played with. Some scores craft well-rounded 
cues in which material is developed within each cue 
alone. Through this, some sort of integrative ele¬ 
ment or elements will run to tie everything together. 
Alex North scored the second large battle from 
Cheyenne Autumn with mainly percussion instru¬ 
ments and unique material, but it’s related to the 
rest of the score by the perfect fourth motif that the 
French horns introduce in the main titles. Bernard 
Herrmann also docs this wonderfully in Mysterious 
Island. Almost every creature gets its own signature 
sound, from the bee’s buzzing sonorities to the 
phorarhacos’ orchcstrationally upended fugue. So, 
each battle scene has an integrity on its own. Herr¬ 
mann also has the all-encompassing island theme 
which ties the score’s various adjuncts to each 
other. 11 Do we find this two-fold unification in 
many of today’s scores? 

Besides providing cohesion, musically sound scores 
can also form thematic (in terms of story) rela¬ 


tionships between scenes. John Williams’s Star 
Wars trilogy is packed with musically connected 
scenes. Ben’s theme becomes part of the triumphant 
march at the end of the first film because his ideals 
survived even through he didn’t. Ijike, upon im¬ 
pulsively leaving Yoda and wandering off to his 
friends’ aid. is scored with Yoda’s theme like a 
nagging reminder in the back of his head. Darlh 
Vadcr’s martial theme becomes a tragic elegy on 
string harmonics when Vader removes his mask 
and dies. Even Williams’s action cues are well 
developed enough that something like the space 
battle in Return of the Jedi can make a sly reference 
to the asteroid battle music from Empire, or the 
basket music from Raiders can be quoted in Indi¬ 
ana Jones and the Temple of Doom. Do you think 
that Arnold will quote the crop-duster music when 
they blow up the aliens in the end of Independence 
Day 2? Would the general audience know it? Wil¬ 
liams has stated that he writes his scores assuming 
that the audience will see the movie only once and 
not buy a CD. He doesn’t mean that he writes down 
because of this, but that he has to make his gestures 
make logical sense. How better to do this than to 
write logical music? 

John Debney’s Cutthroat Island has so much music 
in the film that it only serves to reinforce the fact 
that it’s not terribly well composed. Everything is 
written to be essentially linear and melodic, leaving 
textures pretty much ignored. Yet, even the melo¬ 
dies aren’t particularly outstanding. 12 They usually 
stay within one general key area for the chase sec¬ 
tion until they go to the Important Chords (usually 
all major or all minor chords separated by a minor 
third, a minor sixth, ora tritone, musicians) when¬ 
ever the zenith of the action is upon us. Of course, 
every chase has the same zenith in the same place. 
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How close does that come to Golden 
Section proportions? Orchestrations are 
from the tired “brass means toughness, 
strings and woodwinds mean tenderness, 
and percussion means savagery" lineage. 
Everyone contemplating large, waJl-to- 
wall action scores should have to listen to 
Max Steiner’s King Kong. Is it over¬ 
blown? Yes. Is it raucous? Yes. Is it well 
composed? Definitely. Steiner works 
with numerous melodies which are craft¬ 
ed well enough that when he plays with 
variations we can tell. He also plays with 
textures in the music, notably the island 
material. The music is more harmonically 
modernistic than most of today’s action 
scores. Steiner wasn’t afraid of disso¬ 
nance and used it to its full potential. 
(Amazing that a 1933 score would have 
more dissonance than a 1990s score, isn’t 
it? It proves that the producers claiming 
that people really want good, old- 
fashioned action scores don’t know what 
the good, old-fashioned action scores 
were really like.) And this is all besides 
such intricacies as the imitation of air¬ 
plane engine sounds in the trombones 
and the onomatopoeic string writing at 
the finale. Maybe not all of these ideas 
work decades later, but it’s a lot more 
thought than goes into most of today’s 
efforts. Some of Kong's music may 
sound pretty stock by today’s standards, 
but Steiner was one of the first to use 
these sounds to score action. He added a 
whole palette of colors to action scores. 

Some scores consist of some very effec¬ 
tive, musically interesting cues that sound 
like they’re all from different scores. I’m afraid that 
the smorgasbord score will be seen as one of the 
most prominent and least effective styles of action 
scoring from this decade. Waterworld, as of now, is 
the apex of this style. There arc the rugged, orches¬ 
tral action cues. There are the percussive electronic 
cues. There arc the new-age synth-arpeggios cues. 
There is some pretty effective writing going on, but 
it keeps sounding like someone is changing the 
channel behind the film. It’s like watching the 
movie on an airplane while flipping the radio head¬ 
set from station to station—perhaps each bit of 
music will work well with each scene, but when 
they’re all set side-to-side they contradict each 
other’s point of view. We gained a cohesion within 
each scene, but not among scenes. Alan Silvestri’s 
Eraser followed in these footsteps last summer. It’s 
rock guitar for Arnold Schwarzenegger’s entrance, 
it’s orchestral action for the plane sequence, it’s 
"jungle" percussion in the zoo. Fine, interesting, 
but where’s the flow? What does the “jungle" per¬ 
cussion have to do with the rock guitar? The scenes 
were related. It’s the same characters; it’s part of 
the same story. If the music jumps around like that, 
docs it enhance a handful of scenes or docs it en¬ 
hance a film? It would have been more interesting 
if Silvcstri had used some tuned drums or mallet 
instruments and formed a percussive version on the 
main theme. Or, he could have developed the zoo 
material all by itself and brought snippets of the 
theme in via guitar or orchestra. Having the percus¬ 
sive cue stand apart as a collection of outbursts 
which are related neither to one another nor to the 
entire score only serves to give the proceedings that 
ancillary feel. Even John Williams’s/fo?* had this 
problem with its one light jazz cue. If he had scored 
all of the Peter Banning scenes in this way, then 
switched to orchestral scoring for Never Never 




Left: The cover to John Willlama’a Jurassic Park album (1993); ainca 1989’a Batman, tha really big 
event movie8 have had a aexy logo or acronym, often aeen within the film itaelf, even if It'a not the 
title of the actual movie (ID4). Right: By Crom, it’a the album cover to Ba8il Poledouria’a Conan tha 
Barbarian (1982). Who today would ecore a cue to include a 8ection of 24 French horna? 
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scores written this decade. Elliot Goldenthal pre¬ 
sents incredible examples of disjunct phrases scor¬ 
ing the most frantic action in his well-balanced 
Alien 3 score. Chase-scene scoring often consists of 
melodies which follow unadorned, direct lines as if 
the characters have some straightforward mental 
goals and a superhuman lucidity in the face of dan¬ 
ger. This is sometimes fun in a larger-than-life 
cinematic context Alien 3 ‘s fragmented approach 
sounds more like pure panic where our thoughts 
come faster than our bodies can act upon them — 
scoring for mortals. That helped the film a great 
deal. John Williams uses four notes in Jurassic 
Park for the dinosaurs-are-dangerous theme and 
develops them through the entire score. The score 
begins and ends with these four notes. The final 
chase with the raptors is based almost entirely on 
these pitches, making for wonderful continuity and 
portraying this scene as the culmination and reali¬ 
zation of the dinosaure’ danger. This past summer 
Danny Elfman scored Mission: Impossible by 
ignoring the convoluted plot and scoring either the 
action or the subtext—that this film was based on a 


I .and it would have made better sense. Or, if he had 
used some connecting thematic material in the jazz 
cue. Wouldn’t it have been interesting for Williams 
to paraphrase the Peter Pan theme in the jazz to im¬ 
ply that this character was under the surface? Could 
he have used the theme as a bass line or inverted its 
first five signature notes so that our ears would 
have to find it under a couple of layers? This would 
mirror what the character had to do. As it is, there’s 
just this one jazz track which is a fun piece of mu¬ 
sic and which works well with the yuppic/bascball 
scenes, but it’s presented as a crooked annex to the 
real story. 

Again, we can look to The Taking of Pelham One 
Two Three as a film score that takes several differ¬ 
ent styles and finds a way to connect them. It’s got 
big band jazz and funk and classical and rock and 
Latin. But, it’s all tied by the bass line, or by the 
tone-row melody, or by the ensemble colors. Danny 
Elfman 's Batman takes the Joker’s Tchaikovsky - 
like waltzes and Batman’s Wagner-like marches 
and makes them sound of-a-picce by coloring them 
similarly in terms of orchestrations and harmonies. 
Michael Small’s score to The Parallax View takes 
elements from both contemporary jazz and classical 
musics and weaves them together in a single chase 
cue. Or he combines patriotic triadic trumpet and 
contemporary electronic dissonances in the govern¬ 
ment-committee scenes. Wouldn’t it have been in¬ 
teresting if Silvcstri had used all of his Eraser ele¬ 
ments together? If there had been cues combining 
percussion, guitar, and orchestra, then the scenes 
using only one or the other would have seemed like 
off-shoots from the bigger picture rather than diver¬ 
sions. But, what docs a texture of rock guitars, eth¬ 
nic drams, and classical orchestra tell the audience? 
Not a whole lot, which is probably why the produc¬ 
ers wouldn't have allowed it and why it would have 
been so interesting. Enigmatic music can often give 
a bit of complexity to films because not everything 
is so cookie-cutter simple. Real people and real 
situations are complex. Action films have to have 
some complexity to them because the whole action 
premise is based on the immediate response of fight 
or flight. If we don’t provide a “why" or a “who." 
it’s just an instinct-level reaction. Music can refine 
the “why” and “who" and remind us of them when 
the film isn’t directly doing so. 

Even the most mindless Steven Seagal movie will 
provide “what." In fact, most Seagal movies only 
exist for the “what,” which is the car chase, the 
street fight, the airplane that’s low on fuel, what¬ 


ever is going on. Even though it shouldn’t, music 
often goes towards this “what." Maybe that’s the 
single biggest flaw in today’s action film scores. 
Let’s say that a film has a car chase, then a plane 
sequence. If the music goes strictly towards the car 
and the plane, or the rate at which they move across 
the background, or how pretty they look when they 
blow up. then of course the overall score is going to 
form little unconnected blobs. The car has nothing 
to do with the plane. The connecting thread is the 


characters in the situations, or the larger story of 
which the car and plane arc elements. Look at the 
track chase in Raiders of the Ijosi Ark, arguably one 
of the better chases committed to film. Such a well- 
constracted sequence would be great inspiration to 
a modem film composer. He or she could write a 
little theme for the scene and use it to catch every 
twist and turn of the road. The music could follow 
Indy under the track and blast some sort of heroic 
major chords when he belts the Nazi out of the 
driver’s seat. It could descend in a non-Mickey 
Mouse way to catch the jeep vaulting off the edge 
of the cliff. The composer could write an interest¬ 
ing aleatoric texture in the high strings that could 
represent the randomness and danger of the gunfiie. 
He or she could do everything that makes an inter¬ 
esting and functional piece of film music, but what 
would you have? A single cue about a track, about 
a dirt road, and about guns. This isn’t what the 
story is about. John Williams scores the scene with 
character themes and motifs* At first, it may seem 
like the music is telling us about the track, etc., but 
it’s really telling us how the characters feel about 
the situation and how this chase is relevant to the 
quest for the Ark. As well-made as this sequence is. 
it’s basically one long set piece. Williams’s scoring 
makes it fit right into place in the story so it never 
sticks out uncomfortably. Action films are osten¬ 
sibly always built around the “what.” That’s exactly 
why scores shouldn’t be. Not only is scoring the 
“what" detrimental to flow, continuity, and cohe¬ 
sion. but it’s redundant. 

So, how do I get out of this piece? Where’s the 
plastic “have a nice day" smiley face that I prop up 
and tell everyone that it’s all alright? I don’t know, 
other than to say there have been good action 


(now retro) hip 1960s television series. The music 
was really the main tic the film had to its TV ori¬ 
gins—the flutes, the bongos, and Schifrin’s theme. 
That was part of the drawing power for audiences. 
It’s our most recent example of a composer expand¬ 
ing the canvas of an action film rather than smear¬ 
ing his own colors all over the finished product. 
And it’s complex, interesting music. 

That's the good news. However, years before these 
might be the better works of a single summer in¬ 
stead of standouts from the 
past five years. I’d love to 
say that composers and film¬ 
makers should just adhere to 
one simple rale and it would 
solve all problems. But noth¬ 
ing is that easy. There arc thousands of exceptions 
to the few points I’ve made above and not every¬ 
thing applies in all situations. I barely even touched 
on such issues as the dearth of harmonic languages 
in today’s action films and the clumsy overuse of 
the standard symphony orchestra. I would love to 
hear someone try something audacious like Basil 
Polcdouris’s use of an extended French horn sec¬ 
tion in Conan the Barbarian. Whatever happened 
to the quasi big band-style instrumentation that 
Jerry Fielding used so often? Not only was the or¬ 
chestration so interesting in Fielding’s work, but he 
also dared to draw from non-Eurocentric, Romantic 
musics. Alex North drew brilliantly on modem 
American rather than 19th century Germanic styles 
in his scores for Dragonslayer and especially Chey¬ 
enne Autumn. The farthest we ever get away from 
Western Romantic music on a regular basis now is 
the cloying practice of slapping a shakuhachi solo 
in someplace. Is there no room for atonal scores, 
for jazz scores, or for those scores which dare to be 
unclassifiable? 

Actually, the points here would, at best, only pro¬ 
duce a functional action film score. There is so 
much that good composers do that cannot be ver¬ 
balized. They must come up with quality material 
before anything else. They must capture the essence 
of each scene and hit their marks without Mickey 
Mousing. They must generate some sort of genuine 
excitement or passion or other intangibles out of 
pure sound. Great film scoring is so much more 
than passable film scoring. Has all of that gone by 
the wayside in favor of immediate marketability 
and ticket sales? It’s difficult to try to convince 
filmmakers and composers to turn around because 
film receipts and soundtrack CD sales are higher 


There is so much that good composers do that 
cannot he verbalized... Great film scoring is so 
much more than passable film scoring. 
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than ever right now. We can only hope that they 
can find a way to mix artistic success and com¬ 
merce. The problem is too many people pay for 
poor art, thus convincing its purveyors to continue 
peddling it I was in the video store the other night 
and happened to be standing by a group of middle- 
aged men who looked like they were fresh off the 
golf course. “What should we get?" one pondered. 
“How about that,” said another as he gestured 
towards Money Train. “Have you ever heard of it7’ 
None of them had. The men stood for a few instants 
regarding the front cover art as the cassette sat on 
the shelf. “Man, that looks great!" And they picked 
it up and left. Maybe if we, the audience, begin de¬ 
manding a better product the filmmakers will begin 
providing it. That’s just good business, too. • 

1 Fecund means "fruitful." 

2 Everyone knows Elmer Bernstein’s stories about setting 
up-tempo music to basically static images. See The Mag¬ 
nificent Seven's opening scenes. 

3 This article uses a pretty wide base as to what are con¬ 
sidered action films. This is just an attempt to draw from 
as many varied sources and opinions as is possible. It 
should also be noted that examples were chosen for the 
same purpose. I can’t mention every excellent film score 
any more than I can mention every poor one. 

4 Yes, some symphonies exist in one movement, but those 
really just have all the movements (or sections) played 
attacca—without breaks. 


5 Mathematically derived as the ratio of the shorter por¬ 
tion (last third, or b) to the longer portion (a) set equal to 
the ratio of the longer portion to the entire length, or b a = 
a/a+b. We also find Golden Section proportions evident in 
the Fibonacci sequence (where each number in the se¬ 
quence is the sum of the previous two terms; 0,1,1,23. 
5,8,13...) where any given term is the nearest whole 
number to the Golden Section derived from its left and 
right neighbors. 

61 love Danny Elfman's Pee-Wee's Big Adventure spe¬ 
cifically because it purposely demolished all Golden 
Section dramatic architectural principles. Every moment 
is exaggerated and overblown because that’s how Pee- 
Wee reacts to everything. 

71 think it’s possible that many people hate Batman 
Forever because its musical cleverness is more in a con¬ 
temporary vein than in a Romantic vein. Many people 
aren't as well veised in 20th century ideas of composition 
and. of course, this may result in seemingly less ap¬ 
proachable music. 

8 Provided that brilliant counterpoint doesn't cover dia¬ 
logue or distract from the scene. Two sides to the coin, 
you know... 

9 "Come Out" is Reich's recording of an arrested individ¬ 
ual's statement to the police. Reich recorded the sentence 
"I let the bruise blood come out and show them." and 
looped the title words for approximately 10 minutes dur¬ 
ing which lime he overlaps the words, applies them in 
canon, etc. I love Reich's minimalism ("Music for 18 
Musicians." "Music for Pieces of Wood." and "Violin 
l > hase" are great), but "Come Out" is just too painful to 


listen to. The text eventually becomes unpleasant and I 
don’t particularly like the mono-timbral effect of the 
piece. I still respect it and think it's a really interesting 
idea, but it’s an unrewarding listen for me. 

10 In fact, these madrigals were often somewhat narrative 
in their text-painting. Text-painting is a procedure 
whereby the text to the madrigals (madrigals are vocal 
works) was reflected in the music somehow. If the word 
"falling" was sung, the music may have a downward 
contour. If the word "happy" was sung, the music may 
have its first major chord of the piece. 

11 Part of Herrmann’s brilliance lies in the fact that he 
could take something like the pair of cymbal crashes from 
Mysterious Island or the electronic timbres from The Day 
the Earth Stood Still and create a unifying device out of 
pure color. Jerry Fielding also had a talent for this, from 
his signature fluid trumpet runs in Lawman to his use of 
various percussive clicks (xylophone, ratchet, and sticks 
on timpani bowls) in The Outlaw Josey Wales. 

12 Anyone who has heard Debncy’s seaQuest DSV theme 
knows he can write melodic music that at least makes a 
lot more sense than anything he wrote for Cutthroat. 

Doug Adams previously interviewed Elliot Golden- 
thal in FSM #61 and Thomas Newman in #65-67. 
He has penned in-depth score analyses of Bruce 
Broughton's Young Sherlock Holmes (#57), David 
Shire's The Taking of Pelham One Two Three 
(#68) and Thomas Newman's The Player (#72). He 
can be reached at 18624 Marshfield, Homewood IL 
60430. He has our gratitude. 
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Vista Way 17. Los Angeles CA 90068. 
l*ostage is free. U.S. funds only. 

Package deals: All 1993 (#30/31-#40): 
$20. All 1994 (#41-52): $22. All 1995 
(#53-64): $22. ($6 off each year’s worth!) 

#30/31, Fcb./March ’93. 64 pages. Maur¬ 
ice Jarre, Basil foledouris, Jay Chattaway. 
John Scott, Chris Young. Mike I-ang: the 
secondary market. Ennio Morriconc 
albums, Elmer Bernstein Film Music 
Collection I J’s; 1992 in review. $6 

#32, April 1993, 16 pages. Temp-tracking 
Matinee. SPFM ’93 Con. Report, Star Trek 
editorial. $2.50 

#33. May 1993. 12 pages. Book reviews, 
articles on classical/film connection. $2 

#34, June 1993, 16 pages. Goldsmith din¬ 
ner report: orchestrators & what they do. 
Lost in Space, recycled Herrmann; review 
spotlights on Christopher Young, 
Pinocchio. Bruce Lee film scores. $2.50 

#35. July 1993, 16 pages. Tribute to David 
Kraft: John Beal Part 1; scores vs. songs. 
Herrmann Christmas operas; Composers 
Dictionary. $2.50 

#36/37. August/September 1993.40 pages. 
Elmer Bernstein. Bob Townson (Varfcsc). 
Richard Kraft and Nick Redman Part 1, 
John Beal Part 2; reviews of CAM CDs; 
collector interest articles, classic comer, 
fantasy film scores of Elmer Bernstein. $4 

#38, October 1993, 16 pages. John Debney 
(seaQuest DSV), Richard Kraft and Nick 
Redman Part 2. $2.50 

#39, November 1993, 16 pages. Richard 
Kraft and Nick Redman Part 3. Fox CDs. 
Nightmare Before Christmas & Bride of 

Frankenstein spotlights. $2.50 

#40. December 1993, 16 pages. Kraft & 
Redman 4. Re-recording The Magnificent 


Seven. $2.50 

#41/42/43, January/February/March 1994. 
48 pages. Elliot Goldenthal. James Newton 
Howard. Kitaro and Randy Miller ( Heaven 
& Earth). Rachel Portman. Ken Darby; 
Star Wars trivia/cue sheets; sexy album 
covers; music for westerns overview; 1993 
in review. $4 

#44. April 1994. 24 pages. Joel McNeely. 
Basil Poledouris (On Deadly Ground):. 
SPFM Morriconc tribute report and 
photos; lots of reviews. $3 

#45, May 1994, 24 pages. Randy Newman 
(Maverick). Graeme Revell (The Crow k 
Goldsmith in concert; in-depth reviews: 
The Magnificent Seven and Schindler's 
List: Instant Liner Notes, book review’s. $3 

#46/47. Junc/July 1994, 24 pages. Patrick 
Doyle. James Newton Howard (Wyatt 
Earp), John Morgan (restoring Hans Salter 
scores): Tribute to Henry Mancini; over¬ 
view: Michael Nyman music for films, 
collectible CDs. $3 

#48. August 1994. 24 pages. Mark Man- 
cina ( Speed): Chuck Cirino & Peter Rotter 
Richard Kraft: advice for aspiring film 
composers; classical music in films; new 
CAM CDs; Cinerama LPs; bestselling 
soundtracks. $3 

#49. September 1994. 24 pages. Hans 
Zimmer. Shirley Walker, Laurence Rosen¬ 
thal on the Vineyard; Hans Salter in 
memoriam; classical music in films; John 
Williams in concert: Recordman at the flea 
market. $3 

#50. October 1994. 24 pages. Alan 
Silvestri (Forrest Gump). Mark Isham; sex 
and soundtrack sales; Lalo Schifrin in 
conceit; Morricone Beat CDs; that wacky 
Internet; Recordman on liner notes. $3 

#51. November 1994, 24 pages. Howard 
Shore (Ed Wood), Thomas Newman 


(Shawshank Redemption). J. Peter Robin¬ 
son ( New Nightmare). Lukas’s mom; mu¬ 
sic of Heimat, Star Trek-, promo CDs. $3 

#52. December 1994, 24 pages. Eric Sena. 
Marc Shaiman Part 1. Sandy Dc Crescent 
(music contractor). Valencia Film Music 
Conference. SPFM Conference Part 1. 
SlarGale liner notes. Shostakoholics 
Anonymous. $3 

#53/54. Jan./February 1995, 24 pages. 
Marc Shaiman Part 2. Dennis McCarthy 
(Star Trek): Sergio Bassetti, Jcan-Claudc 
Petit and Armando Trovajoli in Valencia; 
Music and the Academy Awards Part 1; 
rumored LPs. quadraphonic LPs. $3 

#55/56. March/April 1995. 24 pages. Basil 
Poledouris (The Jungle Book). Alan 
Silvestri (The Quick and the Dead). Joe 
LbDuca (Evil Dead). Oscar and Music fort 
2. Recordman’s Diary. SPFM Con Report 
Part 2. $3 

#57. May 1995. 24 pages. Jerry Goldsmith 
in concert (again!). Bruce Broughton on 
Young Sherlock Holmes. Miles Goodman. 
1994 Readers foil. Star Trek. $3 

#58. June 1995. 24 pages. Michael Kamen 
(Die Hard). Royal S. Brown (film music 
critic). Recordman Loves Annette. History 
of Soundtrack Collecting Part 1. $3 

#59/60, July/August 1995. 48 pages. Sex 
Sells Too (sexy LP covers, lots of photos). 
Maurice Jarre interviewed. Miklds Rdzsa 
Remembered. History of Soundtrack Col¬ 
lecting fort 2. film music in concert. $4 

#61. September 1995. 24 pages. Elliot 
Goldenthal (Batman Forever). Michael 
Kamen Part 2. Chris Lennertz (new 
composer). Star Trek: The Motion Picture 
(analysis), classical music for soundtrack 
fans. $3 

#62, October 1995. 24 pages. Danny 
Elfman Part 1. John Oilman (The Usual 
Suspects). Robert Townson (Varfcsc Sara- 
bande). Top Ten Most Influential Scores. 
Goldsmith documentary reviewed. $3 


#63. November 1995, 24 pages. James 
Bond Special Issue! John Barry and Bond 
(history/overview). Eric Sena on Golden- 
Eye. essay, favorites, more. Also: History 
of Collecting 3. Davy Crockett I.Ps. $3 

#64. December 1995, 24 pages. Danny 
Elfman Part 2 (big!), Steve Bartck 
(orchcstrator), Recordman Meets Shaft: 
The Blaxploitation Film Soundtracks. 
Michael Kamen Part 3. re-recording House 
of Frankenstein. $3 

#65/66/67, Jan./Feb./March 1996. 48 
pages. Thomas Newman. Torn Takcmitsu, 
Robotcch, Trek. Ten Influential Com¬ 
posers; Philip Glass. Heitor Villa-Lobos, 
songs in film, best of ’95. documentary 
reviews. $4 

#68. April 1996. 24 pages. David Shire’s 
The Taking of Pelham One Two Three: 
Carter Burwell (Fargo), gag obituaries, 
Apollo 13 promo/bootleg collector tips. $3 

#69. May 1996. 24 pages. The story of the 
music in Plan 9 from Outer Space: John 
Walsh's funny movie music glossary; 
Herrmann and R6zsa radio programs: 
Irwin Allen box set review; "Into the Dark 
Pool" column. $3 

#70. June 1996, 24 pages. Mark Mancina 
(Twister), final desert island movie lists. 
Jeff Bond's summer movie column. TV's 
Biggest Hits book review. $3 

#71. July 1996. 24 pages. David Arnold 
(Independence Day). Michel Colombicr. 
Recordman Goes to Congress, Jeff Bond's 
summer movie column. $3 

#72. August 1996. 24 pages. Ten Best 
Scores of ’90s, Tom Newman's The 
Player. Escape from LA., conductor John 
Mauccri, reference books, Akira Ifukube 
CDs . $3 

#73, September 1996, 24 pages. 
Recordman on war film soundtracks part 
1. David Schecten Monstrous Movie 
Music. Akira Ifukube CDs part 2. Miles 
Goodman obituary. $3 
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SOUNDTRACK CDs FOR SALE 


12 Monkeys 

Buckmasler 

S8 

Dragonsiayer (ong issue) 

North $100 

Uy Was Mere 

Stewart 

$20 

Rocky IV 

var*>us 

IS 

1941 (Bay Crties) 

WJkarm 

50 

Dream Musk — Musjc of. 

Tangenne Dream 

8 

Lttle Big League 

ClarkaVanous 

5 

Roman Polanski's Prates 

Sarde 

25 

2010 

Sfwo 

75 

Dune 

Toto 

30 

UWe Buddha 

Sakamoto 

10 

Rosa Tattoo 

North 

60 

3 O'Clock High 

Tangenne Dream 

8 

E.T. The Extra-Terrestrial 

Wfborm 

5 

London Concert (Varese) 

Franke 

15 

Rover Dangertiek) 

D Newman 

6 

5 Comers (Vartse) 

Howard 

40 

E.T. The Extra-TerTestnal 

Wihams 

10 

Lonesome Dove 

Poladouns 

8 

Ritoy 

Scott 

10 

A-Team. The 

Post A Carpenter 

8 

Ed Wood 

Shore 

10 

Love at Large 

Isham 

5 

R impels! i8 skin 

Tangerine Dream 

7 

Abyss, The 

Sivestn 

8 

Empie of the Sun 

WAams 

12 

Love to the Cinema (Mian) 

vanous 

5 

Running Man. The 

FaRermeyor 

8 

Aces Iron Eagle III 

Manfredn 

7 

Enemy Mme 

Jane 

40 

Lover. The 

Yarad 

8 

Rush 

Clapton 

6 

Addams Family Values 

Shaman 

7 

Enter the Dragon (Warner Japan) Scftfrm 

60 

Mad Max Beyond Tdome (GNP) 

Jarre 

8 

Russ Meyer Vol 1 

vanous 

20 

Adventures of Baron Munchausen. Kamen 

55 

Excessive Force (Bay Cum) 

C Bemsteai 

15 

Magdalene 

Exletowi 

7 

Russ Meyer Vol 2 

vanous 

20 

Age of Innocence, The 

Bemstem 

6 

Extreme Justice 

Frank 

7 

Magnum PI (var TV themes) 

vanous 

7 

Screenplaywig (var scores) 

Knopf ler 

7 

Akira (Japan) 

Soy 

12 

Falcon and the Snowman 

MetoerVMays 

7 

Man from Snowy River 

Rowland 

10 

Scrooged 

vanous 

5 

Aladkn 

MenkerVAshman 

5 

Fafeng from Grace 

GermendVarious 

5 

Mask (score) 

E dolman 

8 

Sea of Love 

JoneaAranous 

10 

AJ Hitchcock Rkn Muse (Milan import). Herrmann 

20 

Fantas* • Select ons from (promo), venous 

10 

Mavenck (score) 

R Newman 

8 

SeaOuest DSV 

Debney 

10 

Alien Nation The Senes 

various score 

8 

Fantasirsc/Mam Street ElectncaJ Parade, venous 

20 

Max and Helen 

Y<xng 

8 

Seasons of the Heart 

Kraft 

66 

AS** 

Howard 

7 

Faraway. So Close 1 

PetfgandVanous 

5 

Meriden 

Donaggo 

10 

sex. bee and videotape 

Martinez 

10 

Always 

WAama/vanous 

10 

Feerlaas 

Jane 

9 

Many Chnstmes. Mr Lawrence (met). Sakamoto 

15 

Shadow. The 

GokJsmih 

8 

American Gigolo (Japan) 

Moroder 

20 

Fedora Cnso 

Rdzsa 

m 

Metropcfcs 

vanous 

12 

Shadows of the Errpve 

McNeely 

8 

American Graft* (2CO) 

various 

15 

Firr Musk of E. Momcone Vol 1 (Vran) Momcone 

12 

MafragN Run 

Elnon 

30 

Shattered 

SWestn 

20 

Amo non Amo (1 Love You. 1 Love You Not). Gcbkn 

20 

F*n Musk d Hugo Fnediofer 

Fnedhofer 

25 

Mracle Mie 

Tangerine Dream 

8 

Sheiemg Sky 

Sakamoto 

10 

Angel 

Satan 

7 

Find Courtdown. The 

Scon 

50 

Moery (Bay Crbas) 

Shaanen 

10 

SNpwrecked 

Doyto 

45 

Anne of Groen Gables 

Hardy 

m 

FremtheSky 

Isham 

25 

Mason topos*bto 

EfmartVanous 

6 

Shocker (VarAse) 

GokJstem 

40 

Arachnophobra 

Jones/vanous 

8 

Frestarter 

Tangemo Dream 

8 

Mason Imp Then and Now (GNP). SchlrvVDava 

7 

Shogun Mayoda 

Scott 

8 

Arrival, The 

Band 

1 

Frst Blood 

GokJsmih 

15 

Mo Better Blues 

Lea 

5 

Shy People 

Tangenna Dream 

10 

Avengers. The (VarAse rerssuo) 

Johnson 

10 

Fisher King. The 

Fenton 

5 

Money Trato 

MancnaVanous 

8 

SKfen 

Mansfiokj 

50 

Backbaat (score) 

Was 

5 

Flasfpcmt 

Tangenne Dream 

12 

Moon Over Parador 

Jarre 

40 

Silence of the Lambs 

Shore 

7 

Bad Channels 

Blue Oyster Cut 

7 

Fknt stones 

0. Newman Vanous 

5 

Mortal Korrbel 

CiaiorVvanout 

7 

Sirens 

Portman 

10 

Balk) 

Homer 

10 

For Love or Money 

Broughton 

8 

Mortal Korrbel (score) 

Ctnton 

8 

Sa Days Su Nights 

Nyman 

7 

Batman 

Elman 

H 

Fortadden Zone 

Elman 

30 

Mountae* of the Moon 

Smal 

40 

Sleepeig with the Enemy 

GokJsmih 

7 

Batman 

Prince 

5 

Forrest Gump (2CO) 

SWestrWanous 

12 

Movie Greats 

vanous 

7 

Snow Whia A Seven Dwarfs 

vanous 

5 

Batman Returns 

Elman 

8 

For Whom the Bel To*s 

Young 

25 

Mr Saturday Night 

Shaman 

5 

Soapdoh 

Sivestn 

8 

Ben st mast o* 2 

Fo* 

15 


Doyle 

10 

Mrs Doubtfire 

Shore 

6 

Sommersby 

Elman 

10 

Beetleyuee 

Elman 

• 

Frankie's House 

Beck A Leber 

5 

Musk for a Darkened Theater 

Elman 

7 

Sorcerer 

Tangenna Dream 

8 

Best of James Bond 30th Anrw 

various 

7 

Fred Karfcn Vol 1 

Karin 

40 

Musk F*ns of Steven Seagal (GNP). Frank 

• 

Spacebars 

Moms 

40 

Best of the Bos! II 

Frank 

a 

Fndey the 13th The Senes 

Moftn 

7 

Mutant 

Band 

1 

Specialist. The 

Barry/vanous 

5 

Beyond the Mnf s Eye 

Hammer 

8 

Fnghfeners 

Elman 

10 

Mystc Wamor 

Fried 

78 

Speciabti. The (score) 

B*my 

7 

Big Tcp Pee Wee 

Elman 

75 

Gas Food lodgaig 

AdamaonVanous 

8 

Naked Gun 2 1/2 

Newborn 

8 

Stand A Deliver 

Satan 

9 

Big Trouble m little Chme 

Carpanlar 

30 

fifffrfWYVT A/TMfVAn 

Cooder 

8 

Name of toe Rose 

Homer 

86 

Star Trek Astral Symphony 

vanous 

25 

BmJy import) 

Gabnel 

9 

Ghostbusters II 

vanous 

s 

Near Dark 

Tangenne Dream 

12 

Star Trek 25th Anrw Co4 (books), vanous 

35 

Black Beauty 

Elman 

10 

Glory 

Homer 

20 

Needful Thngs 

Ooy* 

9 

Star Trek IV Voyage Home 

Roeenman 

10 

Blv* 

Fiedel 

7 

Godather III 

Coppola 

5 

Nemesis 

Ruhr* 

12 

Star Trek V Fnal Frontier 

GokJsmih 

8 

Blood & Concrete 

venous 

5 

Gone wf the WnJ (Stanyan) 

Steaiar 

20 

* » -^hanioAi 

NCfiwWI] 

BryadWntar 

6 

Star Trek VI. Undoc Country 

Eidainan 

10 

Bkodsport (odef) 

Hertzog 

10 

Gorky Park 

Homer 

15 

New Nqhtmare (W Crev ) 

Rcbnson 

10 

Star Trek Vol 3 (GNP) 

FnedOourage 

8 

Blue Chps 


S 

Heloween 

Cerperier 

8 

Ngttmare on Elm Si 1 A 2 

C BernsteaVYoung 

20 

Star Trek Vol 1 (Varese) 

vanous 

15 

Blue Coiar 

Ni/schoYanous 

a 

Haloween 2 

Carpenter 

8 

N^Nmare on Elm Street 3 

Badalamadi 

45 

Star Trek Vol 2 (Varese) 

vanous 

15 

Blue Vohet 

Badalamenti 

12 

Heloween3 

Carpenter 

8 

Ngtimare on Elm Street 4 

Satan 

20 

Star Trek Deep Space 9 

McCarthy 

8 

Bod**. Rest & Motion 

Convert mo 

7 

Haloween 4 

Mowarth 

8 

Nphtmare on Elm Street 5 

Ferguson 

20 

Star Trek Goner at ens 

McCarthy 

10 

Body of Evrlonco 

Ravel 

7 

Heloween5 

Howarth 

8 

togNmare on Elm Street 8 

May 

20 

Star Trek Motion Pctura 

GokJsmih 

35 

Body Parts 

DAker 

45 

Haloween8 

Mowarth 

8 

Noon 

WAams 

9 

ST:TNG 3CD box 

McCarthy/Jonas 

40 

Bodyguard. The 

StoestrWanous 

5 

Handmatos Tale 

Sakamoto 

8 

No Escape 

Revel 

8 

ST TNG Vol 1 (GNP) 

McCarthy 

8 

Bonfire of the Vanrties. The 

Gruein 

8 

Hard Target 

Revel 

8 

Netting But Trouble 

KamerWanous 

5 

ST TNG Vol 2 (GNP) 

Jonas 

8 

Bom to Be Wild 

Snow 

8 

Hard Way. The 

Rutxnsfeai 

8 

Nut's Story 

Waxman 

25 

ST TNG Vol 3 (GNP) 

McCarthy 

8 

Brainstorm 

Homer 

20 

Heart of Midnight 

Yam 

• 

Oft Larsts (Varese) 

Howard 

35 

StarGate 

ArnokJ 

8 

Brazil 

Kamen 

10 

Heaven and Earth 

Kitaro 

8 

Old Man A Sea (Intrada) 

Broughton 

50 

Street Fighter 

Revafl 

8 

Bridges of Madoon County 

various 

5 

Hefeound Hellraaer 2 

Young 

8 

Oldest Uvmg Coriederate Wctow Tels AM. Snow 

10 

Strictly Balroom 

Haschf elder 

8 

Bngfil Angot 

Young 

H 

HeBraiser 3: Melon Earth 

MAec 

7 

On Deadly Ground 

Poledouha 

8 

Subspecies 

Aman FoA Orch 

12 

Broken Arrow 

Zimmer 

10 

Hemingway's Adventures of a Young Man. Waxman 

40 

Once Upon a Tana ai China 

vanous 

10 

Supergrf (Varkse) 

GokJsmih 

40 

Bronx Tale. A 

venous 

5 

HanryA June 

vanous desired 

• 

One* Upon a Tana/Wast 

Momcone 

10 

Superman 

Wiliams 

8 

Bugsy 

Momcone 

S 

Htoaaway 

Jonea/vanous 

7 

One* Upon a TmeWesi (arport) Momcone 

20 

Talas Irom the Crypt 

ElmarWanous 

S 

Calendar Gel 

Ztovner/vanout 

5 

Hider in the House 

Young 

8 

Once Were Warriors 

vanous 

6 

Tales from Derkstoo The Movie 

various score 

10 

Capa Fear MorrmarwBermtorn 

10 

High Road to China (ong ) 

Bany 

100 

Orlando 

MotxxVPofler 

5 

Teenage Mutant Nspi Turlies II 

DuPraz/var 

5 

CarMo'e Way 

Doyle 

8 

Horror A SciFi F4m Musk (Mian npt). vanous 

20 

Out lor Ajsfcce 

Frank 

10 


McNeety 

8 

Catch Me i You Can 

Tangenne Dream 

30 

HotShots' 

Levay 

30 

Paper The 

R Newman 

8 


Fkadsf 

15 

CMdren of the Com II 

Ucht 

10 

Hot Shots' Part Oeui 

Pdedouns 

30 

Papertiouse 

Zarmer 

V 

Temwiafor 2 Judgment Day 

Fiedal 

8 

Ceiemagc 

Grusm 

7 

Hudeucker Proxy. The 

Burwel 

8 

Paredhood 

R Newman 

6 

Thelma A Louse 

Zmvnar/vanous 

8 

CCyofJoy 

Momcone 

6 

Hunger. The 

RubaWvanous 

7 

Park Is Mate. The 

Tangenne Oream 

10 

Themes 

Vangeks 

8 

Clan of the Cave Bear 

SWestn 

10 

riDoAnylhng 

Zmmar 

7 

Pastime (Bay Ctoes) 

HoUndge 

10 

Thref 

Tangsnna Dream 

12 

Ckffhonger 

Jones 

8 

Id Tfitete Hasputn 

Hossaai 

IS 

Patrick (Japan) 

Gobkn 

36 

Thief of BegdedJungle Book (Coiassum). Rdzss 

100 

Come See the Paradae 

Edehnan 

46 

In toe Une of Duty 

Snow 

7 

Pee Wee s B-g Adredue 

Efmen 

8 

Thief Of Hearts 


35 

Commkmenls Vol 1 

various 

5 

In toe Une of Fire 

Momcone 

7 

People Under Stars 

Rovot Peake 

IS 

Thundartieart 

Homer 

10 

Commtmonls Vol 2 

various 

5 

InAana Jonestasl Crusade 

WAams 

8 


vanous 

5 

To Die For 

ElmarWanous 

9 

Company of Wolves 

Fenton 

55 

Irekana Jones/Tempto of Doom (Japan). WAams 

30 

PetSamatary 

Gotoedhal 

12 

Tom and Jerry The Mono 

Mancn 

7 

Conan the Dostroyer 

Pdedouns 

8 

Inner Cade 

Artemyev 

S 

Peter's Fnends 

vanous 

5 

Too Late the Hero 

Food 

50 

Consenting Adults 

Smal 

7 

Inner space (import) 

GokJsmih 

20 

Phantom of toe Opera 

Segal 

IS 

Toonful (Var*se) 

N castro 

5 

Cook. Thref, Hu Wie. Her Lover Nyman 

8 

Interview wih the Varrpee 

GofcJenthel 

8 

Phiadektoa (score) 

Shore 

s 

Total Recal 

GokJsmih 

10 

Cool Hand LiAe (Japan) 

Schlrm 

86 

Iron and SA 

G bbs 

10 

fhano.The 

Nyman 

7 

Trespass (score) 

Cooder 

7 

Cod Runnngs 

Zimmer'various 

7 

James Bond 13 Ong Themes 

vanous 

5 

PlandthePenddum 

Band 

7 

True Lias 

Fiedet 

8 

Cod Work! (score) 

leham 

12 

Jaws 

WAams 

7 

Platoon Leader 

Cknton 

7 

Tucker. Man and Ha Dream 

Jackson 

8 

Copycat 

Young 

0 

Jaws 2 

WAams 

7 

Poiy 

McNeely 

20 

TwihgN Zona Vol 1 

vanous 

10 

Crash ♦ Bum 

Band 

5 

JennferS 

Yoixig 

7 

Predator 2 

SWe it n 

7 

Twin Peaks 

Badalamenti 

7 

Crocodile Dundoo 

Best 

7 

JFK 

WAams 

7 


vanous 

10 

Twin Peaks Foe Wafc with Me 

Bade 

7 

Dancers 

Donaggio 

15 

Johnny Handsome 

Cooder 

8 

Protondo Rosso (arport) 

Gobfcn 

16 

Two Moon Junction 

Elat 

8 

Dances wih Wof.es (gold) 

Barry 

15 

Johnny Mnemorec 

FwttYanous 

5 

Pup Fiction 

vanous 

7 

UHF 

YankovK 

5 

Dark Half 

Young 

15 

Johnny Yeano 

Cabaret Voteee 

5 

Pure Luck 

EfmadSheflar 

12 

Under Siege 

Chang 

7 

Darkman 

Elman 

10 

Judge Dredd 

SivastnVanous 

7 

Oiedun Leap 

Buich 

8 

Urii toe End of World (imp) 

Revell 

10 

Dave 

Howard 

9 

Juke and Juha 

Jarre 

40 

Quest lor Fire (Mian topi) 

Sarde 

30 

Untouchables 

Momcone 

8 

Deed A gam 

Doyle 

10 

JurassK Park 

WAams 

7 


Barry 

66 

Usual Suspects 

Ottman 

10 

Deed Poets Society (Vartae) 

Jarre 

25 

Kafka 

Martnez 

30 

Raggedy Rawoey 

Kamen 

8 

Victory at Saa 

Rogers 

8 

Deed Sokd Perfect 

Tangenne Dream 

20 

Keriuctoan (Prearrbto) 

Herrmam 

30 

RaongCan 

Doneggto 

8 

VR5 

Frizz#! 

8 

Deed Zone. The 

Kamen 

8 

KAarEMe.The 

FMSng 

50 

RarrPkn Rose 

Bamslaai 

48 

Wagons East 

Smal 

9 

Deadtock 

Gtts 

15 

KAng Fields. The 

OkJhokJ 

30 

Rarrpo II 

GokJsmih 

8 

Wal SVSeNador 

CcpetondDetorue 

10 

Death Becomes Her 

SWestn 

15 

Kaig of the Wind 

Scon 

25 

RarrPo Fast Blood Part 2 

GokJsmih 

8 

Wal Streel/Tafc Redo 

Copeland 

9 

Oef-Con 4/Avangng AngeYTormenl. Ycxmg 

8 

King Rat 

Bany 

10 

Rarrpage 

Momcone 

10 

Wammg Sign 

Satan 

35 

Dstorto 

Boswel 

40 

Kos of Death 

Jonea/vanous 

7 

RaptoFae 

Young 

10 

Wavelength 

Tangenne Dream 

8 

Desperado 

venous 

6 

L Ascenseur (The Lit. Mian arport). Maas 

66 

Real McCoy 

Fodal 
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40 
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Rad Heat 

Homer 
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8 
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10 
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6 
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Sivestn 

45 
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8 
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8 
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7 
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7 
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9 

Last Temptaton of Chnst 
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8 
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7 
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20 
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venous score 

12 
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8 
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25 
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20 
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6 
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30 
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Takamisu 
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Elias 
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Tangerine Dream 
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9 

Double Dragon 
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7 
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8 
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6 
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10 

Down & Out m Beverly HAs 

Summers'var. 

5 

Lethal Weapon 3 

Kamen 

7 
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7 
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20 
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30 

Licence to Ki 

KamerWanous 

7 
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vanous 

25 

Young Guns II 
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5 

Oraciia—Bram Stoker's 

Kier 

9 

Lieforce 
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20 

Rocketeer 
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25 
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melancholy solo in "Pavane for Solace.” a kind of tragic 


New Scores on New Albums: 

Michael Collins • ELLIOT GOLDENTHAL. Atlantic 
Classics 82960-2. 19 tracks - 47:15 • One never knows 
quite what to expect from an Elliot Goldcnthal score, and 
perhaps what is most surprising about Michael Collins is 
that Goldcnthal manages to ascribe his unique, myriad 
stylisms and sophisticated orchestrations to an epic film 
(which by genre usually demands huge, melodious sym¬ 
phonies) to smashing success. Some might describe Gold- 
cnthal's score as a bit more toward the mainstream than 
many of his past efforts, but regardless Michael Collins is 
a stunning piece of craftsmanship. Opening with a haunt¬ 
ing piece called "Easter Rebellion,"Goldcnthal places a 
lilting vocal solo (performed unobtrusively by Sinead 
O'Connor) above quiet strings, then surges forward with a 
choir and full orchestra into a stunning and powerful ode 
to the fateful 1916 battle. This is one of three themes 
Goldcnthal uses throughout the score. The second is a 
somber, lovely little theme for Julia Roberts's Kitty, the 
token love interest for I.iam Nceson's Collins. Chords rise 
and fall gently as a piano plays through the beautiful 
melody. Goldcnthal's third theme is a robust anthem 
which appears only once on the disc and was featured 
prominently in the trailer a thunderous opening chord 
leads into a full orchestral performance of the epic theme 
followed by a brass duct interpretation with crashing cym¬ 
bals and grand string writing. Between these three hand¬ 
some motifs comes a combination of commanding and 
complex action music and elegiac character writing. The 
disc's most stunning piece comes fourth: "Winter Raid." 
It begins with a driving string undercurrent and segues 
into a chaotic orchestral climax scored for bagpipes, 
hammered dulcimer, percussion hits, and a barely heard, 
cleverly mixed screaming vocal. “Football Match" fea¬ 
tures a grinding string bass line which is more sound than 
music, as whining bagpipes and exotic percussion clamber 
for a higher position. "She Moved Through the Fair." an 
old Irish folk tune, is used to score Collins's death, which 
is brilliantly handled both by Goldcnthal and writer- 
director Neil Jordan. O'Connor belts above Goldcnthal's 
orchestral accompaniment, which goes from uplifting 
chords to unsettling brass rumblings. Finally, over news- 
reel footage shown of Collins's funeral, Goldcnthal's “Fu- 
ncral/C'oda" is a dark and intense piece which begins with 
a hymn-like motif (reminiscent of the closing minutes of 
Alien 3 ) and swells into an intricate finale of massive brass 
and chime chords beneath vigorous, ghostly strings. It 
then fades out slowly to conclude this commanding and 
emotional score. 4 1 / 2 -Brent A. Bowles 

A Time to Kill • ELLIOT GOLDENTHAL. Atlantic Clas¬ 
sics 82959-2. 14 tracks - 37:16 • After some delay, the 
new Atlantic Classics label has thankfully released Elliot 
Goldcnthal's powerful score from the latest addition to 
John Grisham's filmic law invasion. And what a reward¬ 
ing album it makes, even if the subject matter has resulted 
in a score with frequent, musically downright evil mo¬ 
ments of which the composer has obviously mastered the 
art. Of course you cannot score scenes of racial tension 
and physical violence with lush strings and horn counter¬ 
part—if this is what you like, stay away! Instead. Golden 
thal has empowered these scenes with atonal writing that 
is intelligent and musically coherent, and his efforts con¬ 
stantly lift the film above its TV-movie level of treatment. 
"Abduction" and "Retribution" capture perfectly the in¬ 
comprehensible nature of the Klan's actions (unless the 
average audience member can be bothered to decipher the 
music) with their screeching and violent string solos ac¬ 
companied by all manner of hammered percussion sounds 
and dirty bass hits. Add the harmonica and pcnnywhistlc 
for an authentic Southern flavor, the typically Goldcnthal 
brass trills and a distinctly angry saxophone in "Consola¬ 
tion," and you get a picture of what an exhausting listen 
this is (you can also forgive the short running time). In 
quieter moments. Goldcnthal captures the idea that the 
tension doesn't die. as the saxophone is given a now more 


lament for the hopelessness of Jake Brigance's position in 
the story as he juggles his crumbling family and. ultimate¬ 
ly, justice. This outcome is rewarded with the jubilant 
release of "Verdict Fanfare" which manages with its edgy 
trumpets and then more somber conclusion to relay the 
sense of "right" without wallowing in Grisham-ized sen¬ 
timental heroism. It all adds up to one of the more impor¬ 
tant of the summer scores. 3’^ -James Torniainen 

Emma • RACHEL PORTMAN. Miramax/Hollywood MH 
62069-2. 17 tracks - 42:53 • There's a special quality to 
Rachel Portman that suits her for certain films. The 
sonorous qualities she brings to the big screen give char¬ 
acters an added dimension, whether to show their eccen¬ 
tricity ( Benny and Joon ), provide emotional support (The 
Joy iMck Club) or display laidback whimsy (Sirens). Mo¬ 
vies like these generally have at least one major female 
character vital to the story, just the kind of thing that calls 
for that “I\)rtman touch."If s at least one reason why she 
is sought out for similar projects—she can deliver that 
dash of "femininity" without undermining the rest of the 
score. And so it goes for Emma, with Gwyneth Paltrow in 
the title role of the hapless matchmaker who earnestly 
tries to get people to marry, only to have her efforts 
boomerang back onto her. 

Despite the playful romp of the movie, there’s less 
emphasis on Portman's trademark approach when doing 
comedy (e.g., the clarinet waltz); the score is largely 
string-oriented, supported occasionally with harp and 
brass. The graceful main theme (heard during the opening 
credits, and at the conclusion of a wedding), pretty much 
establishes the tone for the rest of the score and film, 
reflecting the aristocratic nature of society and the Euro¬ 
pean elegance of 19lh century England. 

With delicate themes such as "Sewing & Archery," 
'The Picnic" and "Emma Writes in Her Diary." you get 
the sense that the music works more like an accompani¬ 
ment as opposed to just a soundtrack—it's as if there was 
a chamber orchestra hidden somewhere in the movie, and 
it's following the characters around in their escapades. 
The jauntier cues occur whenever Emma is at odds w ith 
others and when she's reflecting on her own ineptness at 
playing cupid ("Celery Root." ‘The Coles Party"). As a 
result, the score toggles between grandeur and snobbery’ 
like the characters themselves. Even when it goes into a 
more dramatic mode ("Emma Tells Harriet About Mr. 
Elton." "Emma Insults Miss Bates") there's still a subtle 
hint in the music that things will turn out for the better. 
And from all the lighthearted manner of the score, there's 
a brief diversion in "Gypsies." a short, dark piece heard 
w hen limma and a companion arc threatened. 

Emma is on par with Portman's terrific War of the 
Buttons', both film and score are quite entertaining. It's 
scores like these that exemplifies why the composer is 
revered in her profession. If John Williams has a sixth 
sense in knowing what film project will be a box office 
hit. then Rachel Portman has the same knack with 
know ing how to successfully score a novel (e.g. The Joy 
Luck Club). As her body of work continues to grow, 
Emma is further proof of why Portman is one composer to 
keep a close watch on for the future. 4 -Jack H. Lee 

The Truth and the Light: Music from the X-Files • 
MARK SNOW. Warner Bros. 946279-2. 20 tracks - 48:36 
• Let's cut to the chase. The title of this CD is ‘The Truth 
and the Light."The Truth is that this CD sucks, and the 
only Light thing will be your wallet if you shell out 20 
bucks for it A more appropriate title would be ‘The Best 
and the Worst of the X-Files." When you listen to the fust 
half of the CD. you’ll swear someone has swapped it with 
a Pink Floyd album: dreary, themcless. monotonous pot 
music. With a running time equal to an episode of The X- 
Files . the CD seems to be a “generic episode" score. The 
tracks average one to three minutes each, strung together 
into one long. 48-minute track, often with music and dia¬ 
logue overlapping the cues. Yes. dialogue. Only five of 
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the 20 tracks have no dialogue—and one of those is the 
main title. The rest of the tracks are full of "greatest hits" 
quotes from eveiy main and secondary character in the 
series (except the Lone Gunmen), making the CD owe 
more to the "Secrets of the X-Files" specials that reprise 
memorable scenes than a sampling of Mark Snow’s best 
music. Most of the dialogue is mumbled (or even "Borgi- 
fied") and repeats the show's popular mantras (‘The truth 
is out there." ‘Trust no one," "Deny everything." "Apolo¬ 
gy is policy"). Some people can tolerate dialogue in a 
score (they no doubt love the Apollo 13 and Blade Runner 
CDs), but only if you are Dc Sadc himself will you be 
able to tolerate the screaming. Yes. screaming. At least 
three separate tracks have people screaming in pain. 

Equally unforgivable is the absence of source infor¬ 
mation. Not only are all the tracks titled in I.atin (“Absur- 
bcum Malcficarum"or "Expatrius Rcductio."to make up 
a few of my own), there’s no identification of which track 
came from which episode; I’m a huge fan of the show and 
especially Mark Snow’s scores for it. and even I could 
only identify seven of the tracks' original episodes. 

The second half of the CD actually docs present 
some of the best of Snow's music, including the "train 
theme" from "Nisei" and "731" (tracks 13 and 20, both 
ruined with dialogue), the "vampire love theme" from 
‘Three”(track 14. ruined w ith dialogue and also the same 
as Snow’s music for the film Caroline at Midnight), and 
the theme from "Soft Light" (track 17. ruined with dia¬ 
logue). Surprisingly (or not. rather), three of the best 
scores from the show are missing: the season-one “Mul¬ 
der's theme" (as heard in "Deep Throat" and "E.B.E"), 
the "romanticized’' version of the main theme (as heard at 
the end of "Jose Chung's ‘From Outer Space"*), and per¬ 
haps the most touching score ever heard on television: the 
"gravesite theme” at the end of "Apocrypha." 

In short, this is not a score album. This is a "gim¬ 
mick CD. "The last track even has a minute of silence in it 
to make you think it’s over before it comes back with one 
final minute of "talk-music. "You' re better off buying $20 
worth of blank audiotapes and dubbing the music right off 
the show. Sure, you’ll get dialogue and sound effects, but 
with the CD you’ll be getting dialogue anyway, and only 
a fraction of the show's best music. 

If you mast buy it. here's how’ to program it. For a 
"dialogue-free" listen, program tracks 2. 9. 10. 12 and 15. 
For a "best of The X-Files" sampling, program tracks 2. 
13. 14. 17 and 20. (Track 2. by the way. is the excellent 
extended version of the main theme. It's the theme as it 
sounded in season one. not the current reverb remix.) 

For those who like artsy “audio experiments." this 
CD isn’t half bad. But for purists, it's a merchandising 
gimmick just like "Generation X Files," aka Songs in the 
Key of X. In fact, it should have been presented as a 
companion volume to that album and called 'Talk in the 
Key of X.” One track of "talk-music" would have been 
tolerable; 48 minutes of it is 45 minutes too much, and 76 
minutes would have been cruel and unasual punishment. 
Mark Snow fans have been waiting three years for a pris¬ 
tine score album. We’re still waiting. 2 -Trevor Ruppc 

Escape from L.A. • SHIRLEY WALKER, JOHN CAR¬ 
PENTER Milan 35773-2. 16 tracks - 34:04 • This album 
represents two fusions: a fusion of the music styles of 
Shirley Walker and John Carpenter, and more generally, a 
pleasing fusion of electronics and orchestra. FSM #72 had 
an article about composing the score, so I'll just try to 
describe the flavor of the album. 

Shirley Walker gets the sole composer credit on 11 
of the CD's 16 tracks. Aside from arranging all the music, 
she. not Carpenter, is responsible for the most of the synth 
grooves, as well as the big orchestra-synth fasions in the 
latter half of the album (and film). John Carpenter’s two 
solo-credit tracks arc almost traditional by comparison, 
emphasizing an old West parallel. In "Snake’s Uniform" 
Carpenter’s theme stands in righteous contrast to the surly 
Snake Plisskin. who is once again coerced into doing the 
dirty work for corrupt, hypocritical politicians. "Show¬ 
down." Carpenter’s other solo-credit cue on the CD. 
avoids the Italian western cliche and ascs harmonica and 
dulcimer for build-up as Snake cons several heavies into a 
gunfight 

Walker also composed a theme for “Snake," and that 
appears as the main melody in the action sequences, as 
well as assuming different guises in other cues. In addi¬ 
tion to utilizing Carpenter's asual nervous rhythms, she 



adds a more complex sound in which electronic and 
acoustic instruments have equal weight To my ears, many 
recent scores have had the sound of their acoustic instru¬ 
ments washed out by bathing the mix with imitative synth 
sounds. Here, the "voices" are complementary and dis¬ 
tinct. and we hear some unique, exciting combinations. 

The first half of the CD strongly reflects the old 
Carpenter style, but with fuller arrangements. In "Sub¬ 
marine Launch" Walker puls her theme over that style for 
the CD’s first action cue: "Sunset Boulevard Bazaar" is a 
twisty, exotic, ethnic-themed piece, probably saving us 
from even more song-plugs in the film. "Motorcycle 
Chase" is an ugly duckling, obnoxious to the hilt. Walker 
said that she might have gotten that sound from frogs, but 
I think of hogs... perhaps a sonic metaphor for the cycles. 

The moods and sound palettes change quickly as 
Snake bounces from one situation to another. In the latter 
half of the CD. the orchestral forces start to dominate in a 
scries of action-oriented tracks. The mood of the film is a 
little dark for typical action heroics, but the French horns 
burst forth anyway. I wish the last piece. "Crash Land¬ 
ing." which fades in the film, could have had a more final 
ending to finish off the CD. As is. it leaves me anticipat¬ 
ing another track. 

Milan's booklet is an 8 page fold-out. with excellent 
notes. That rarely happens on current soundtrack releases. 
Don’t pick up the song CD by mistake! 4 -Tom DeMary 

Mary Reilly • GEORGE FENTON. Sony Classical SK 
62259. 13 tracks - 45:30 • It is a shame that George F'cn- 
ton only seems to work on stinkers these days. If we were 
to look back we would sec lasting collaborations with 
renowned directors making quality pictures such as Sir 
Richard Attenborough and Neil Jordan. Fenton has en¬ 
dowed great films with great scores, and even though he 
has recently scored high-profile films of less-than-high 
quality he is still writing good scores (Phil Joanou’s Final 
Analysis a case in point). And now from Stephen Freats. 
the director of the incomparable Dangerous Liaisons, 
comes Mary Reilly, a telling of the "Dr. Jckyll and Mr. 
IIydc"story from the maid's perspective, featuring Julia 
Roberts with an outrageous cod-Irish accent and John 
Malkovich struggling manfully in an attempt not to look 
silly. Fenton’s score is a restrained affair with none of the 
histrionics and orchestral horsepower you might expect of 
such man-tuming-into-monstcr fare. Instead he has writ¬ 
ten a number of delicate themes, often voiced by solo 
violin over subdued orchestra. This is not to say that it is a 
one-trick score. There is more turbulent material for 
Jckyll’s darker side in The Birth of Hyde" and ’The 
Transformation" whilst "Mary’s Frrand" starts in a 
familiar way but soon becomes more sinister with cellos 
and basses driving it along. "Mrs. Farraday’s" is for solo 
piano, something Fenton has displayed an ability for in 
the past ("Emilic" from Dangerous Liaisons). "It Comes 
in Like the Tide" is an elegiac piece with high string me¬ 
lodics that develop a darker tone; like many of the cues it 
hints at a sense of mystery without banging you over the 
head. It also never falls into that trap we expect now; that 
of indulging in post-Goldcnthal brass clusters. Here I feel 
we can hear the essence of Fenton’s unused score for 
Interview with the Vampire, and whilst I can see how it 
would not work with that film, it makes for fascinating 
listening, moving from the restrained beauty of the open¬ 
ing credits through the more mysterious and turbulent ma¬ 
terial. and returning to the restrained solo violin and piano 
in "Maffingcr’s" and the end credits. This is an excellent, 
varied score that is never overbearing, flashy or redun¬ 
dant. and it is unfortunate that it will probably be ignored 
along with the film it was written for. 4 -Iain Herries 

Heaven’s Prisoners • GEORGE FENTON. Debonair 
CDDEB1004. 12 tracks - 43:24 • Another George Fenton 
score from last spring, this is nowhere near as accom¬ 
plished as Mary Reilly. For Phil Joanou. Fenton has writ¬ 
ten some memorable music— Final Analysis is for me a 
stand-out example—and I was expecting a thriller score 
for this Cajun pot-boiler along those lines. I was wrong. 
The first track immediately sets the tone: "Heaven's 
Prisoner’s Front Title" begins with subdued high strings, 
piano and bass guitar, the strings building until a bass gui¬ 
tar rhythm kicks off. accompanied by guitar and Ham¬ 
mond organ, and it swings along quite nicely. The rest of 
the album alternates between the subdued strings and the 
bluesy, almost rock material. "Discovering the Wreck" is 
quiet and edgy, building slowly with bass punctuations up 


to nothing—a drone really—before falling off again. 
There is nice material: in “A New Member of the Family" 
strings and piano build a nice melody along with re¬ 
strained winds and guitar, and "El Cielo" builds on pleas¬ 
ant melodies with the piano and strings texture again. One 
of the things that docs grab your attention, and occasion¬ 
ally make you wince, is the more aggressive material. 
'The Storm" starts with the strings again and drums soon 
kick in. the strings lapsing into one of this score's biggest 
problems—droning. There are other instruments swirling 
around the drone, but this seems to pervade above all else. 
You can imagine a storm when listening to this, but it’s 
not a very exciting or dangerous one. 'The Toot Chase" 
lakes us back to the material from the main title followed 
by low-key rumblings and some noisy guitar and percus¬ 
sion interruptions which then stride purposefully along. A 
droning orchestra joins in. eventually building in intensity 
until the guitars shriek and we are into some furious gui¬ 
tar-driven chase music which grinds to a ludicrous howl- 
ing-and-banging conclusion. It was at this point on my 
first listen that I felt myself shrink at the thought of the 
money I'd spent. But the album does pass by quite hap¬ 
pily. and the strings and piano sections are pleasant; when 
the relaxed bass rhythms and Hammond return in "End 
Credits: Heaven’s Prisoners." the momentary sickness 
caused by The Toot Chase" passes, even if the build-up 
from the penultimate track (“Good Luck Bubba") is too 
sugary in its use of synthesized piano. When it’s finished 
it seems that Fenton had some good ideas but didn't know 
quite what to do with them. The result is a hodge-podge; 
an entertaining hodge-podge, but a hodge-podge nonethe¬ 
less. I do like a good amount of this disc, but there are too 
many occasions when I cringe to be able to recommend it 
with any real passion. 3 -Jain Herries 

Rhodoo • ALAN PARKER. MCA MCD 60024. 42 tracks 
- 72:29 • The BBC. along with WGBH Boston (you'd 
think that they'd have learned by now after so many col¬ 
laborations). CBC Canada and SABC South Africa, hav¬ 
ing spent a fortune on the story of Cecil Rhodes, the man 
who tried to conquer Africa for Britain, and found that it 
was actually quite tedious, decided that what they needed 
to beef it up was big. continuous music. As a David 
Aaronovitch said in The Independent newspaper. 'This is 
a Rhodes who can't take a leak without the assistance of 
the Vienna Philharmonic.” Big the music is. original it is 
not. The main theme, presented in extended form at the 
start of the album, is in the same vein as James Homer's 
take on John Barry in Ugends of the Fall, only with less 
tune and more cymbal crashing. There is a theme for the 
British Empire which is firmly in the tradition of Edward 
Elgar's, or maybe even William Walton’s, kind of British 
patriotism. Whilst these themes may seem bland, or at 
least merely predictable, there is a theme which is far 
nicer the "Into Africa" theme is far more adventurous, 
and so much more welcome when it makes return appear¬ 
ances throughout the album. Best of all though is the Jerry 
Goldsmith-style action music, firmly in the Star Trek V/ 
Total Recall mold, even at times sounding like James 
Newton Howard’s homages to this material in The Fug¬ 
itive. It is a mixed bag to be sure, but it is nonetheless 
entertaining. The first nine tracks consist of more solid, 
stand-alone cues of reasonable length, ranging from an 
extended version of the Empire theme in ‘The Great Brit¬ 
ish Empire" through the enthusiasm of the “Into Africa" 
theme in "Horse and Wagon." more contemplative mo¬ 
ments in "Sad and Lonely." to the action of "Sandstorm" 
and the African voices and drums of “Jo'burg Skyline." 
Tracks 10-42. 'The Cecil Rhodes Suite."comprise shorter 
cues all running together to form a 40+ minute seamless 
musical journey through the series, beginning with the 
main title proper and moving chronologically through the 
excitement of the "diamond rush." the wars with the 
Zulus, and onto the Boer wars, finishing with 'The Death 
of Cecil John Rhodes” and 'The Finale." reprising the 
three main themes to form a satisfying conclusion. 

One of the score's strong points is the use of African 
music. Rather than attempt to imitate this, actual Zulu 
music was recorded, and then Parker composed his score 
around it. giving the ethnic segments a far more con¬ 
vincing feel. There are problems with this album, though: 
you do get sick of hearing the same old Goldsmith action 
licks over and over again, but this pales in significance 
compared to the horror that is track 29. "Rhodes Waits for 
News of His Troops." Why is it so bad? Well, it suits off 
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like previous action tracks but then turns into "Hand to 
Hand Combat" from Jaws and continues in this vein right 
up to the woodwind shriek. It then wanders off vaguely 
for a bit and comes back to Jaws to do the climactic 
ascending brass, up to the point where the shark is blown 
up by Chief Brody—sorry. I mean to the point when 
something nasty happens to the British troops. This made 
me sink back into my seat the first time I heard it and it 
still has the same effect. It is a shame that a generally 
entertaining if at times unoriginal score lapses into a mere 
hack-job at various points. In the main, this is interesting 
stuff, if at times overbearing, and the African music is in¬ 
corporated nicely. I just wish Alan Parker could have been 
more original with the rest of it. 3 -Iain Herries 

Eraser • ALAN SlLVESTRI. Atlantic Classics 82957-2. 
12 tracks - 43:31 • Silvestri gives us a score here that is 
perfect for an Arnold Schwarzenegger big-budget summer 
blockbuster (i.e. it's loud). The score didn’t get a good 
mix in the finished film and had a hard time competing 
with all the sound effects—so there's a lot of music here 
that you may have been unable to hear in the film. The 
disc opens with the track "Eraser Original Maintitle," 
which is slower and more subdued than the techno-sound¬ 
ing main title which ended up in the film. The rest of the 
score seems like a combination of Judge Dredd meets The 
Empire Strikes Back meets Die Hard meets other stuff. 
The one main theme heard throughout, spotlighted in the 
track 'The Eraser," sounds a lot like Silvcstri's Judge 
Dredd theme. The other theme, for the Vanessa Williams 
character, is more out of his music from Blown Away, but 
with a more sultry female quality. 

The bulk of the score is. of course, action music. If 
you know Silvcstri's action style from Predator or Judge 
Dredd, this will be very familiar. There's lots of pounding 
rhythms to keep the score moving, but in the end. I’m 
afraid, it's just typical Silvestri. This is not necessarily 
bad. it’s just nothing new—although the tracks "Cabin 
Raid" and "Dock Fight"do provide some enjoyment. 

The one aspect of the score which doesn't fit at all is 
the "heroic”electric guitar. This idea was reportedly also 
featured in Silvestri's unused Mission: Impossible score, 
and if so it’s easy to sec why it was tossed out. The guitar 
may be appropriate for HBO Thursday Night Prime 
movies, but here it just puts everything over the top. If 
anything, it gives the Eraser score a Hans Zimmer feel, 
which some people may like, but I don’t. 

I like most of Silvestri's stuff, but this left me dis¬ 
appointed. When I first heard the score in the film (what 
little I could). I remember thinking that it was one of his 
best action efforts. But after several listens, it comes off as 
standard. If you have Predator 2 or Judge Dredd. buying 
this won't give you anything you don't already have. But. 
then again, if you really like those, buy this because it's 
more of the same. 3 -Jason Foster 

Selected Film Music • CLIFF ElDELMAN. 11 tracks - 
33:09 • This disc is a promotional compilation of Cliff 
Eidclman’s work produced by his agency, Creative Artists 
Agency. It covers a good deal of his best music from 1988 
to present—in other words, his whole film career—most 
of which has been released commercially. The CD opens 
with music from the tender Untamed Heart and the main 
title from Christopher Columbus: The Discovery. Next 
come two more intimate tracks from the otherwise unrc- 
I eased scores to Leap of Faith and Nixon: The Final Days. 
These are both short, but present a decent amount of the¬ 
matic material. The program proceeds with the "Overture" 
from Star Trek VI: music from A Simple Twist of Fate: an 
orcheslral/choral piece from Eidelman’s first major score. 
Magdalene: and some moving music from the Holocaust 
film. Triumph of the Spirit. Next comes more unreleased 
music in the form of the uplifting finale from Ixap of 
Faith, featuring the main themes from the film. The 
inclusion of this track alone makes this CD worth having. 
The disc closes out with more music from Untamed Heart 
and a track from Now and Then. This would make for a 
good commercial compilation as it pretty much shows 
what Eidelman is capable of. It would have been nice to 
have some of his fun music from Meteor Man or Deliri¬ 
ous, but you can't win them all. For now. unfortunately, 
this CD is only available for promotional use within the 
industry, though it may very well turn up in the specialty 
outlets, so keep an eye out 3 1 / 2 -Jason Foster 

Next Ish: Reissues, Bond's Column, more! 



Original motion picture score albums that 
evoke, emote, thrill, stir and inspire. 
From Atlantic Classics 



usic composed by Elliot Goldenthal. Featuring Sinead 

O'Connor performing “She Moved Through the Fair" 


“A truly outstanding accomplishment. Elliot Goldenthal's 
score superbly enhances the action while constantly 
surprising with its inventiveness.” - daily variety 



Composed by Alan Silvestri 



MOTION PICTURE «*« Bgs|C COMPOSES IT CUI9T MLICITIU 


Composed by Elliot Goldenthal 



Composed by Mark Mancina. “One of the fastest rising 
stars on the film music scene" - film score monthly 


Available at record stores or call 1-800-ASK-TOWER 

Coming to a stereo near you. 

3 01996 AILUfTIC CUSSJCS THE ATLANTIC GROUP 























THE AUCTION CLOSES AT 8:00 P.M. PST ON WEDNESDAY, JANUARY 8, 1997. 
*ALL TRADES WILL BE CONSIDERED AS BIDS. (SEE WANT LIST BELOW) 

*ALL FIRST BIDS MUST BE FAXED OR MAILED WITH FULL NAME, ADDRESS 
AND PHONE NUMBER. THEN YOU CAN CALL IN FOR CURRENT HIGH BIDS AND 
RAISE YOUR BIDS AT THAT TIME. PLEASE ASK FOR JOHN. 

*WE ACCEPT VISA, MASTERCARD AND DISCOVER 

*NO 1ST BIDS WILL BE ACCEPTED THROUGH E-MAIL. 1ST BIDS MUST BE FAXED 
OR MAILED. (YOU CAN RAISE BIDS THROUGH E-MAIL, AFTER A FAXED/ MAILED 
1ST BID IS RECEIVED. HOWEVER, IT IS BEST TO CALL WHEN RAISING A BID.) 


SUPER COLLECTOR 
16547 BROOKHURST ST. 
FOUNTAIN VALLEY, CA 92708 USA 
(714) 839-3693 24HR. FAX (714) 839-8263 
Online Catalog: www.supercollector.com 
E-Mail: supercollector@supercollector.con 


SEND fE.aa FOR OUR MERCHANDISE CATALOG. 64 PAGES OF CD MOVIE SOUNDTRACKS. JAPANESE ANIME CD SOUNDTRACKS 
JAPANESE ANIMATION ON VHS/ LASER DISC. SCI-FI & HORROR MOVIES FROM THE U.S Si AROUND THE WORLD & MUCH MORE 


-1941 (JOHN WILLIAMS. 8AY CITIES) 

-5 CORNERS (JAMES NEWTON HOWARD) 

-ACCIDENTAL TOURIST. THE (JOHN WILLIAMS) 
ADVENTURES OF BARON MUNCHAUSEN. THE (MICHAEL 
KAMEN) 

-ALWAYS (JOHN WILLIAMS) 

-AMAZING GRACE AND CHUCK (ELMER BERNSTEIN) 
-ANOTHER 48 HOURS (JAMES HORNER) 

-APOLLO 13 (JAMES HORNER. REAL MCA PRCMO COPY. 

NO DIALOGUE) 

-AROUND THE WORLD IN 80 DAYS (BILLY GOLDENBERG) 
•ARTICLE 99 (DANNY ELFMAN) 

-AVALON (RANDY NEWMAN) 

-BABY'S DAY OUT (BRUCE BROUGHTON. PROMO) 

-BASIL POLEDOURIS SAMPLER (PROMO. VARIOUS FILMS) 
BAT 21 (CHRISTOPHER YOUNG) 

BATTERIES NOT INCLUDED (JAMES HORNER) 

BEAST. THE (MARK ISHAM) 

BETRAYED (BILL CONTI) 

-BIG TROUBLE IN LITTLE CHINA (JOHN CARPENTER) 

-BLADE RUNNER (VANGELIS. OFF WORLD. NUMBERED. 
LONGER) 

-BLOOO IN BLOOD OUT (BILL CONTI. VARESE ISSUE) 

-BOOY HEAT (JOHN BARRY. LIMITED & NUMBERED) 
BOUNTY. THE (VANGELIS. 2 CO SET. NUMBERED) 

-BOURNE IDENTITY. THE (LAURENCE ROSENTHAL) 

-BOY WHO COULD FLY, THE (BRUCE BROUGHTON) 
-BUFFALO GIRLS (LEE HOLDRIDGE. PROMO) 

-BURBS. THE (JERRY GOLDSMITH. VARESE CLUB. 
NUMBERED) 

CALL OF THE WILD (LEE HOLDRIDGE. PROMO) 
CASUALTIES OF WAR (ENNK) MORRICONE) 

CATCH ME IF YOU CAN (TANGERINE DREAM) 

-CHASE. THE (JOHN BARRY) 

-CHRISTMAS IN CONNECTICUT/ LOVE AT STAKE (CHARLES 
FOX) 

-CLASS ACTION (JAMES HORNER) 

COCOON (JAMES HORNER) 

-COLD FEET (TOM BAHLER. VARESE) 

COMPANY OF WOLVES. THE (GEORGE FENTON) 

-CRIMES OF THE HEART (GEORGES DELERUE) 

-CROSSING DELANCEY (PAUL CHIHARA) 

-CYBORG-VAN DAMME (KEVIN BASS IN SON) 

DAD (JAMES HORNER) 

DEAD. THE (ALEX NORTH. VARESE) 

DECEIVERS. THE (JOHN SCOTT) 

DOMINICK AND EUGENE (TREVOR JONES) 

OONT LOOK NOW (PINO DONAGGIO) 

-DRAGONSLAYER (ALEX NORTH. ORIGINAL NUMBERED 
ISSUE) 

-DREAMSCAPE (MAURICE JARRE) 

-EGYPTIAN. THE (ALFRED NEWMAN/ BERNARD HERRMANN. 
VARESE) 

-EIGHT MEN OUT (MASON DARING. VARESE ISSUE) 

-ENEMY MINE (MAURICE JARRE) 

-ERIC & DAVID WURST MUSIC FOR FILM (PROMO) 
-EXCALIBUR (TREVOR JONES. NUMBERED) 

FEDORA/ CRISIS (MIKLOS ROZSA. VARESE CLUB. 
NUMBERED) 

•FIELD. THE (ELMER BERNSTEIN. VARESE) 

FILM MUSIC OF ALFRED NEWMAN (VARESE CLUB. 
NUMBERED) 

FINAL COUNTDOWN. THE (JOHN SCOTT) 

-FLESH AND BLOOO (BASIL POLEDOURIS. VARESE CLUB. 
NUMBERED) 

-FLY II (CHRISTOPHER YOUNG) 

-FOG. THE (JOHN CARPENTER) 

-FOLLOW ME (JOHN BARRY) 

-FRANTIC (ENNIO MORRICONE) 

-FRED KARLIN COLLECTION. THE (PROMO) 

-GREAT RACE. THE (HENRY MANCINI. 

JAPANESE IMPORT) 

-GRIFTERS. THE (ELMER BERNSTEIN) 


-HEAVYWEIGHTS (JAC. REDFORO. PROMO) 

-HELLO AGAIN (W1XIAM GOLDSTEIN) 

-HEMINGWAY'S ADVENTURES OF A YOUNG MAN (WAXMAN) 
-HIODEN. THE (MICHAEL CONVERTINO. VARESE) 

HOPE AND GLORY (PETER MARTIN, VARESE) 

HOT SHOTS (SYLVESTER LEVAY) 

HOT SHOTS! PART DUEX (BASIL POLEDOURIS) 

-HOUSE- PARTS 1 & 2 (HARRY MAN FRED IN I) 

-HUMMIE MANN-MUSIC FOR FLW (PROMO) 

-N HARM S WAY (JERRY GOLDSMITH. JAPANESE IMPORT) 
•WNERSPACE (JERRY GOLDSMITH) 

•ISLANDS W THE STREAM (JERRY GOLDSMITH) 

-JAGGED EDGE (JOHN BARRY. VARESE CLUB. NUMBERED) 
-JANE EYRE (JOHN WIX1AMS) 

-JOHN WAYNE VOL. 2 (ELMER BERNSTEIN. VARESE) 

-JUUE A JULIA (MAURICE JARRE) 

-KAFKA (CLIFF MARTINEZ) 

-KEEP. THE (TANGERINE DREAM) 

-KILLER ELITE. THE (JERRY FIELD NG) 

KING KONG 2 (JOHN SCOTT. JAPANESE IMPORT) 

KNIGHTS OF THE ROUND TABLE (MIKLOS ROZSA) 

-KRAFT BENJAMIN SAMPLER (VARIOUS. PROMO) 

•KRULL (JAMES HORNER. GOLD CO. LIMITED EDITION) 
-LADY BEWARE (CRAIG SAFAN. JAPANESE IMPORT) 

-LAST STARFIGHTER. THE (CRAIG SAFAN. SOUTHERN 
CROSS) 

-LAST UNICORN. THE (JIMMY WEBB) 

-LAURENCE ROSENTHAL-FILM MUSIC (PROMO. 2 CO) 
-LEGEND (JERRY GOLDSMITH. ORIGINAL ISSUE. 

DIFFERENT COVER-DARKNESS ON COVER) 

-LIGHT HORSEMEN (MARIO MILLO. AUSTRALIAN) 
-LIGHTNING JACK (BRUCE ROWLAND. AUSTRALIAN) 

-LINK (JERRY GOLDSMITH) 

-LITTLE GIANTS (JOHN DEBNEY. PROMO) 

LITTLE SHOP OF HORRORS (ALAN MENKEN) 

LONDON SESSIONS VOL. 1. THE (GEORGES DELERUE. 
VARESE) 

-LONOON SESSIONS VOL. 2. THE (GEORGES DELERUE. 
VARESE) 

-LONELY PASSION OF JUOITH HEARNE. THE (GEORGES 
DELERUE) 

-MAJOR PAYNE (CRAIG SAFAN. PROMO) 

-MAN IN THE MOON. THE (JAMES NEWTON HOWARD) 

-MAN ON FIRE (JOHN SCOTT) 

-MASTERS OF THE UNIVERSE (BILL CONTI. ORIGINAL 
VARESE ISSUE) 

•MATINEE (JERRY GOLDSMITH) 

MEMOIRS OF AN INVISIBLE MAN (SHIRLEY WALKER) 
MICHAEL J. LEWIS-FILM MUSIC (PROMO. ORIGINAL 
SCORES) 

MISSISSIPPI BURNING (TREVOR JONES) 

MOM ANO DAD SAVE THE WORLD (JERRY GOLDSMITH) 
-MOON OVER PARADOR (MAURICE JARRE) 

MOUNTAINS ON THE MOON (MICHAEL SMALL) 

MR. WRONG (CRAIG SAFAN. PROMO) 

-MY LEFT FOOT/ DA (ELMER BERNSTEIN) 

-NAME OF THE ROSE. THE (JAMES HORNER) 

-NIGHTMARE ON ELM STREET I & II. A (C. BERNSTEIN/ C. 
YOUNG) 

-NO MAN S LAND (BASIL POLEDOURIS) 

-NOBLE HOUSE (PAUL CHIHARA) 

-OFF LIMITS (JAMES NEWTON HOWARD) 

-ONCE AROUND (JAMES HORNER) 

-ORCA (ENNIO MORRICONE) 

-OUTLAW JOSEY WALES ( IERRY FIELDING) 

PAPERHOUSE (HANS ZIMMER) 

-PINO DONAGGIO-SYMPHONIC SUITES (VARESE CLUB. 
NUMBERED) 

-PIRATES (PHILIPPE SARDE. VARESE ISSUE) 

-PURE LUCK (DANNY ELFMAN & JONATHAN SHEFFER) 
-QUEST FOR FIRE. THE (PHILIPPE SARDE) 

QUILLER MEMORANDUM. THE (JOHN BARRY) 

-RACE FOR THE YANKEE ZEPHYR/THE SURVIVOR (BRIAN 
MAY) 

-RAGE IN HARLEM. A (ELMER BERNSTEIN. SCORE ALBUM) 
-RAIDERS OF THE LOST ARK (JOHN WILLIAMS. POLYDOR) 
-RAMBLING ROSE (ELMER BERNSTEIN) 

-RAMPAGE (ENNIO MORRICONE) 


-RANDY MILLER-MUSIC FOR FILM (PROMO) 

-RAZOR S EDGE. THE (JACK NfTZSCHE) 

-RED HEAT (JAMES HORNER) 

-RED SONJA/ BLOOOLINE (ENNIO MORRICONE) 

-REGARDING HENRY (HANS ZIMMER) 

-RETURN TO OZ (DAVID SHIRE) 

-RICH MAN. POOR MAN (ALEX NORTH. VARESE) 

-RICHARD BAND: MUSIC THROUGH THE YEARS (PROMO) 
-RICOCHET (ALAN SILVESTRI) 

-RIVER. THE (JOHN WILLIAMS) 

-ROBERT FOLK-SELECTED SUITES (2 CO PROMO) 

ROSE TATOO. THE (ALEX NORTH. VARESE CLUB. NUM8ERE0) 
ROXANNE (BRUCE SMEATON) 

-SEA WOLF. THE (CHARLES BERNSTEIN. BAY OTES) 

-SECRET AGENT/ THE SAINT (EDWIN ASTLEY) 

-SELECTIONS FROM FANTASIA & 01 HER DISNEY (VARIOUS. 
PROMO) 

-SERPENT AND THE RAINBOW. THE (BRAD FEDEL) 

-SEVEN SAMURAI. THE/ RASHOMON (FUMIO HAYAZAKA) 
-SHIPWRECKED (PATRICK DOYLE) 

SOPHE'S CHOICE (MARVIN HAMLISCH) 

SPACECAMP (JOHN WILLIAMS. JAPANESE) 

-SPACEBALLS (JOHN MORRIS) 

-SPIES LIKE US (ELMER BERN STEW) 

-STAGECOACH/ TROUBLE WITH ANGELS (JERRY GOLDSMITH) 
-STEEL MAGNOLIAS (GEORGES DELERUE) 

SUMMER STORY. A (GEORGES DELERUE) 

SUPERGIRL (JERRY GOLDSMITH. VARESE ISSUE) 

-SUSPECT (MICHAEL KAMEN) 

-TAI-PAN (MAURICE JARRE) 

-TEMP, THE (FREDERIC TALGORN) 

-TEMPLE OF DOOM. INDIANA JONES AND THE (JOHN WILLIAMS) 
-TERMS OF ENDEARMENT (MICHAEL GORE) 

•TEXAS (LEE HOLDRIDGE. PROMO) 

-THEY LIVE (JOHN CARPENTER) 

-THIEF OF HEARTS (HAROLD FALTERMEYER) 

-THOSE SECRETS (THOMAS NEWMAN. MASTERS FILM MUSIC) 
-TIME OF DESTINY. A (ENNIO MORRICONE) 

-TRANSFORMERS: THE MOVIE (VARIOUS) 

-TREASURE ISLAND (CHRISTOPHER L. STONE. PROMO) 
•TUSKEGEE AIRMEN (LEE HOLDRIDGE. PROMO) 

TWILIGHT ZONE VOL. 2. THE (VARIOUS. ORIGINAL TV SERIES) 
UNDER THE VOLCANO (ALEX NORTH. MASTERS FILM MUSIC) 
-V-THE FWAL BATTLE (DENNIS MCCARTHY. PROMO) 

-VIEW TO A KILL. A (JOHN BARRY) 

-WEEDS (ANGELO BADALAMENTI) 

-WHERE THE RIVER RUNS BLACK (JAMES HORNER) 

-WHITE FANG 2 (JOHN DEBNEY. PROMO) 

-WHITE MISCHIEF (GEORGE FENTON) 

-WHITE PALACE (GEORGE FENTON) 

-WHO FRAMED ROGER RAB8IT? (ALAN SILVESTRI) 

-WILLOW (JAMES HORNER) 

-WIND (BASIL POELDOURIS) 

-WISDOM (DANNY ELFMAN) 

-WITCHES OF EAS7WICK. THE (JOHN WILLIAMS) 

-ZELLY ANO ME (PWO DONAGGIO) 




-SPECIES -TALES FROM THE HOOD 
-HEAD ABOVE WATER -VIRTUOSITY 
& -UNFORGETTABLE (AS SET ONLY) 




-GOLDEN CHILD (BARRY) -TRIBUTE TO EL GRECO (VANGELIS) 
-BUFFALO BILL S WILD WEST SHOW (FENTON) LIQUID SKY 
-CHOUANSI (DELERUE) -BATTLE OF THE BULGE (FRANKLE) 
-NORTH OF HOLLYWOOO (NORTH) -DIGITAL SPACE (VARIOUS) 
-BAD DREAMS (FERGUSON) -AU REVOIR LES ENFANTS 
-CINCINNATI KID (SCHIFRIN) -HENRY MANCINI SET FROM JAPAN 
-IN THE MOOO (BURNS) -SCARLETT (MORRIS) -SISTERS (B.H.) 
-SPIRIT OF ST LOUIS (WAXMAN) 

ALWAYS BUYING SOUNDTRACK CD’S 
ONE CD TO ENTIRE COLLECTIONS 















